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ABSTRACT 
Globalization, cultural flow, and crossfertilization are terms that now appear in 
many conversations, articles, and research studies. The contemporary world becomes 
more and more complex while the exchange of information, business development, 
media, and cultural events are promoted and welcomed. The models of response to 
globalization may vary between countries and their cultures. This study depicts the 
response of Moscow’s choral world to globalization.  
The choral art form is one of many layers of national identity that have been 
developing over centuries. Performance practices, choral vocal methodologies, and choral 
music education have undergone influences and changes and have continued their 
evolution into the 21st century. 
The purpose of this study was to explore, through in-depth interviews, Russian 
choral conductors’ perceptions and reflections on contemporary Russian choral sound 
and whether it has been affected by globalization in recent decades. Using grounded 
theory, I examined the impact of globalization on Russian choral culture, specifically 
focusing on the choral sound. Goodenough’s (1981) cultural theory served as the 
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framework for this research, providing a strong understanding of what culture is and the 
methods of its transmission as well as the explanation of the role of individuals in a social 
process of constructing its evolution. The current relationship between traditional Russian 
choral pedagogy and performance practice and the innovations introduced by 
globalization demonstrates that the deeply-embedded traditions continue to be an 
important aspect of Russian choral culture. Nevertheless, lifelong informal learning in a 
global choral community was an impetus for the transformation of choral culture, choral 
performance, and choral music education. 
Key words: globalization, choral sound, Russian sound, choral tone, national, 
lifelong learning, choral education, music education, educational innovations 
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CHAPTER ONE 
INTRODUCTION 
Singing has deep, historical roots in virtually every society (Harrison & O’Bryan, 
2014). People accompanied their lives at work and at home with religious and folk songs, 
which became the roots of many choral music traditions (Strimple, 2002). Choral art 
reflects the culture of the society in which it developed, and it has taken different forms 
as a result (Sokol, 1965). For instance, America has a rich choral tradition that differs 
from the traditions of modern Greece, which has no analogue to an American choral 
society (Durrant & Himonides, 1998), even though ancient Greek tragic choruses formed 
one strand among many from which choral singing emerged. Choral singing may reflect 
various cultural values and traditions; “It may have distinctive functional characteristics 
(such as in the realms of the ethical, existential, communicative, educative, historical, or 
philosophical) or distinctive structural characteristics (such as patterns of creative output, 
performance practice, and audience response)” (Sharipova, 2010, p. 155). 
Geisler and Johansson (2014) also argued that choral music both embodies and 
represents cultural traditions. Pointing out the lack of a distinct academic field of choral 
studies, Geisler and Johansson proposed a functional investigation of the three main 
functions of a choir: representation, reproduction, and recreation. Representation 
concerns the expression of symbolic meanings that people within a society develop, 
including religious, political, and patriotic meanings (Geisler & Johansson, 2014, p. 4). 
Reproduction is carrying over past traditions, maintaining a high choral art (Geisler & 
Johansson, 2014, p. 5). Choral artists are sensitive to social and cultural contexts, 
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however, and the art evolves respectively. Alwes (2012) described how various social, 
economic, and political transformations throughout history created an impetus for the 
birth of new choral genres, such as the part song. In Europe, cultural values changed as a 
result of the dechristianization of France during the French Revolution and the Industrial 
Revolution; both influenced choral music by providing an outlet different from 
Romanticism’s escape into fantasy and fairy tales. Social and political forces existent 
throughout Europe brought new philosophical ideas, a desire for new ways of thinking, 
and technological innovations that altered cultural values, in turn affecting choral music 
through musical forms and lyrics (Alwes, 2012, p. 29). World War II greatly affected 
choral culture as well as composers’ output (Strimple, 2002). Geisler and Johansson 
describe choir as it relates to recreation: 
Choir as a field of (re)creation can be interpreted in at least two ways: as a field of 
recreation for individual singers, conductors and composers, or as an arena for the 
creation of new music in interaction between participants in choral practice. (p. 6) 
Choral singing as a response to cultural developments and social life exists within 
various social groups: churches; schools; and less conventional institutions, such as 
prisons, hospitals, and businesses. In the process, people adapt choral culture to their 
environment, which also transforms that environment: “Communities that are 
marginalized, whether because of sexual orientation, political status, illness, or poverty, 
are finding opportunities for new expression” through choral singing (De Quadros, 2012, 
p. 1). In Sharipova’s (2010) terms, this is an example of choral music performing a 
function in the existential realm. Geisler and Johansson (2014) said representation, 
reproduction, and recreation are intertwined with larger cultural processes, including 
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cultural evolution through time and the specific patterns of expressive behavior that 
constitute culture according to Goodenough’s (1981) cultural theory. These 
interconnections confirm that choral art is deeply embedded in culture. 
Culture and National Identity 
Culture bearers preserve national identity in various ways, including through 
music. These individuals grew up in a culture, and they embody and transmit accepted 
values and traditions from that culture to others, particularly the following generations 
(“Dr. Ysaye Barnwell, ‘culture bearer,’” 2012; Morrison, 2001; Roberts & Beegle, 2018). 
The musical compositions of a country’s composers reflect their national identities. A 
special use of compositional technique, namely incorporating folk elements into original 
compositions, brings out the peculiarities of a country’s national style. The process of 
maintaining the national features through folk music in a given musical culture includes 
research, publication, teaching, and promotion, interweaving it into the cultural life of a 
nation at various levels, from consumer to professional (Dégh, 1984). 
One famous example of advocacy for national identity in music and the use of 
folk music is the work of Hungarian composer Zoltán Kodály (1882–1967). An 
ethnomusicologist, composer, and music educator, Kodály (1974) was highly influenced 
by the spirit of nationalism that appeared after the failed revolution against German 
imperialism. Austrian culture had overshadowed Hungarian culture, including the 
language (Szabolcsi, 1972); Liszt, for example, was a Hungarian composer who spoke 
only German and French. Kodály dedicated his life to researching and promoting the folk 
music of his native country. He spent years collecting folk songs from the Hungarian 
  
4 
people, then transcribing and publishing them in collaboration with his colleague and 
friend Béla Bartók.  
Kodály’s goal was to rebuild his people’s cultural connection with their musical 
past; he firmly believed that Hungarian musical culture had to be rooted in ancient 
folklore and that folk music must feed the imagination of and inspire the country’s 
composers (Fabian, 1965). While teaching at the Liszt Ferenc Academy of Music, he 
trained his composition students to use folk melodies and other folk elements in their 
compositions, thus establishing a national Hungarian musical identity. He believed that 
this was a major way to strengthen the national features of Hungarian music. Research 
has indicated Kodály was correct, that nationalism has a tight link with cultural folk 
heritage (Kallio & Partti, 2013). 
Kodály is highly regarded for creating a program of national music education. He 
extended his teaching into children’s education, believing that youth must learn their 
musical mother tongue starting from early childhood. His internationally known music 
education system is built on folk melodies and children’s song games because he wanted 
to recreate the environment of the villages in which he had grown up; Kodály wanted 
children to know and love their musical mother tongue (Sinor, 1982). Kodály was a 
highly influential figure and was actively involved in various music related engagements: 
He was the president of the Hungarian Arts Council and the International Folk Music 
Council and served as a professor at the Liszt Ferenc Academy of Music, raising several 
folk music-conscious Hungarian composers (Fabian, 1965). 
The life and work of Kodály is an example of how one individual can affect the 
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cultural development of their own country. Kodály (1974) emphasized that “three things 
are essential for a national literature of music to come into being: first, traditions; second, 
individual talent; and third, a spiritual community of many people that accept the 
manifestation of individual talent as its own” (p. 30). 
The Kodály music education method was introduced in the United States in the 
1960s, at a time when, after the Russian Sputnik had been lunched, Americans were 
reevaluating their educational system and were open to new and better approaches in 
education, including music education (Choksy, 1988; Sinor, 1982). The climate for 
introducing a new method was very welcoming and positive. Demand for pedagogical 
literature was great, and Kodály’s followers traveled to Hungary to learn from colleagues. 
Workshops and courses for teachers proliferated. Since the 1960s, elementary schools 
and community choral programs have adopted Kodály’s method (Darazs, 1966; 
Houlahan & Tacka, 2015; Russell-Smith, 1967). Programs exist today that are offered to 
music educators who want to be certified or to earn a bachelor’s or master’s degree. The 
Organization of American Kodály Educators (n.d.) is a comprehensive resource for those 
who want to take advantage of such opportunities (Bonnin, 2003).  
Kodály stressed that folk music should be the soul of a nation and thus must be 
present in the national music. Therefore, Kodály used folk melodies in his compositions, 
taught his students to work with the folk language, and based his teaching curriculum on 
folk songs for children. Folk music is an inseparable part of a culture’s musical language 
and is thus reflected in many genres, including the choral ones (Nemes, 2017). 
Like Kodály, the Russian composer and music educator Nikolai Rimsky-
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Korsakov (1844–1908) published Russian folk songs and encouraged his conservatory 
composition students to use folk elements in their compositions, aiming to develop a 
national style in professionally composed music. He was deeply interested in Russian 
folk music and folk tales, which became a foundation for many of his operas. Tichonova 
(2014) considered the relationship Rimsky-Korsakov formed between folk and 
professional music to be an important link in forming the Russian national music culture. 
In contrast to Hungary, folk music has always been important in Russia; children 
grow up with folk songs, which are used in voice training, and professional composers 
are known for both generalizing the musical language of the folk song and including its 
elements into their compositions. 
However, integrating folklore into a country’s musical language is not the only 
way to maintain and preserve the connection between present and past cultural traditions 
and to maintain national identity in music: Idiomatic national peculiarities in choral 
sound pair with the musical language and further solidify an identity (Ilari, Chen-Hafteck, 
& Crawford, 2013). For instance, the Baltic Singing Revolution in the late 1900s was a 
political resistance movement that used choral performances and the singing of national 
songs (Šmidchens, 2014). German philosopher Herder emphasized the importance of 
studying the culture through its soul, its songs “taking from the lips of each nation” 
(Herder as cited in Šmidchens, 2014, p. 29). The performance practice tradition has 
attracted the attention of many researchers, and the first significant example is the 
performance practice of early music. There is a lot of research dedicated to the 
characteristic features, such as the non vibrato, instrumental-like sound (Paulk, 2005; 
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Walls, 2011). While the historical perspective is a useful angle from which to investigate 
choral performance practice, national style is another. For example, the treatment of 
sound color (viz., vowels), connection with folk tales and their moods and spirits, 
intensity of vocal expressiveness, interest in vocal training, and quality of vocal sound are 
marked as characteristics of Scandinavian choirs and can be noted as some important 
national choral tone characteristics (Durrant, 2005). Choral singing is considered a form 
of spiritual and moral education, undeniably contributing to a national identity 
(Kostogorova, 2011), and also preserving and defining cultural and national identities in 
the global context (Durrant, 2005). Kodály strongly believed that choral singing could 
become that unique tool for bridging differences among people, shaping identity and 
serving as a source of spiritual education and musical education for the masses (Nemes, 
2017). This vision becomes even more important in the times of globalization, when 
people move across the globe changing their cultural environment and rebuilding their 
social identities. The culturally relevant pedagogy, including choral rehearsal, is yet 
another tool in creating understanding between singers from different cultural 
backgrounds (Karapetian,	2017;	Shaw, 2012). 
Definitions 
I will apply the terms cultural identity, national identity, and choral sound using 
the following definitions.  
Cultural Identity 
“The definition of groups or individuals (by themselves or others) in terms of 
cultural or subcultural categories (including ethnicity, nationality, language, religion, and 
  
8 
gender). In stereotyping, this is framed in terms of difference or otherness” (Chandler & 
Munday, 2016, p. 84). 
National Identity 
The public image of an imagined community (Weber called it a ‘community of 
sentiment’), projecting an illusion of unity reflected symbolically in a flag, a 
national anthem, and distinctive rituals, and culturally represented in discourse 
primarily via historical mythologies and a popular cultural canon (including 
iconic images), narratively constructed and transmitted by social institutions, in 
particular the educational system (see also cultural literacy) and the mass media 
(notably in national news and in media events). Such essentialist representations 
seek to elicit individual identification with (and discursive reproduction of) a 
supposedly shared identity which claims to transcend other dimensions of identity 
such as class and ethnicity. (Chandler & Munday, 2016, p. 290) 
According to Wodak (2009), national identity refers to shared preconceptions, 
“similar emotional dispositions and attitudes” (p. 28), and behavioral proclivities, all of 
which people learn through socialization and common practices in education, politics, 
media, sports, and community and home life. Shared culture, with music as an important 
layer of culture (Alwes, 2012; Kelly, 2016); shared history; and shared territory are the 
factors that define the broad concept of national identity. 
Pierobon (2014) noted that music, and especially music accompanied by lyrics, 
affects people emotionally and cognitively and promotes solidarity at the social level. 
Turino (2008) emphasized that society and music are interconnected. Music and musical 
performances help to develop and sustain a collective identity. They present peculiar 
features and feelings that emphasize the unique character of the group. In Sorce Keller’s 
(2007) opinion, musical performances strengthen the sense of belonging and identity in 
members of a group. Moreover, Benski (1989) concluded that musical culture is known 
for shaping a broader culture while itself being shaped by a culture, which supports the 
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claim of interconnectedness between music and society. 
Kossanova et al. (2016) believed that by “comparing different cultures and their 
worldview we can reveal the specific national peculiarities of world perception” 
(p. 5178). “Musical culture is a unique reflection of the cultural, psychological, 
philosophical, aesthetic, socio-political and other aspects of social organizations and 
spiritual life, as the stages of its evolution is determined by major milestones of ethnic 
history (Sheikin, 2012)” (Kossanova et al., 2016, p. 5172). Kruger (2009) specified that it 
is musical performance and its peculiarities which reflect cultural identity through sound, 
rhythms, or special playing techniques. Sokol (1965) emphasized that choral sound is a 
reflection of the individuality of a nation, which is a result of a combination of 
psychological, historical, mental, political, social, and perhaps many other factors that 
influenced it. Traditionally, choral art has been perceived as a major transmitter of 
cultural and national values. As Ilari et al. (2013) summarized, through singing people 
can express their lifestyles, values, and beliefs. 
While all humans have similar vocal apparatuses, contemporary scholars wrote 
that choral sound can represent a culture and that people from specific cultures develop 
specific choral sounds that differ noticeably from other cultures’ sounds (Miller, 1997; 
Rugen, 2013). Palmer (1999) noted that choral sound and tone quality, one of the main 
characteristics of choral sound, are distinctive and recognizable, which supports the idea 
that choral sound is a reflection of a national identity and the idea that musical culture is 
shaped by a society. There are also cultural differences reflected in the choral–vocal 
sound, known technical differences in vocal production that appear to be founded in 
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deliberate pedagogical choices of national vocal teachers (Miller, 1997). These vocal 
production techniques lead singers to achieve the national vocal sound ideals, which are 
reflections of a unique combination of psychological, historical, mental, political, and 
social factors. According to Miller (1997), a prominent voice science researcher, vocal 
sound preferences or tonal ideals are achieved by using specific techniques in breathing, 
shaping the sound in the mouth, and the use and balance of resonators. Lamb (1979) 
believed, “The characteristics of a good solo tone are also characteristics which are 
desirable in a good choral tone” (p. 44); it follows that choral singers represent the 
vocal/choral tradition of their countries just as a solo singer represents a vocal school. 
Choral Sound: American Pedagogical Perspectives 
Choral sound is a complex phenomenon that has attracted the attention of scholars 
and practitioners alike. Contemporary researchers have begun to investigate the choral 
sound and to document its changes (Rugen, 2013; Zabriskie, 2010) as different 
philosophical and musical influences in multicultural nations began to be reflected in 
choral performance in the first half of the 20th century (Paulk, 2005). Swan (1988) had 
perhaps the first unique attempt to investigate and describe the American choral sound. 
Swan made a comparative study of American choral schools and distinguished six 
schools of choral singing in America. He thoroughly described the fundamental elements 
and techniques those schools use, focusing on such elements as color, timbre, texture, 
resonance, blend, and amplitude, presenting those elements as main components of a 
choral sound. Conductors, according to Swan, shape the choral sound of their groups 
based on their preferences and what they believe is the main component (i.e., vocal blend, 
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diction and articulation, power of dynamics, expressiveness through the text, or some 
combination). Ferreira and Tagg (1998) conducted interviews with eight well-established 
choral conductors who contributed their descriptions and understanding of what 
American choral sound is and how it is different and recognizable. Not only is the choral 
sound itself of interest to choral professionals, but also many other issues connected with 
choral pedagogy become an important topic of discussion. Choral pedagogy in America 
has been changing with regard to various dimensions and includes a reassessment of its 
multiple aspects, such as types of choral conductor leadership; the role of conductors and 
the environments they create (Head, 2017); and the role of choral teachers and their 
approaches to the teaching and learning process during rehearsals (Abrahams, 2017; 
Cottrell, 2017), the ways they relate to popular styles and contemporary vocal shows 
(Ward-Steinman, 2017), and the challenges of repertoire choices to accommodate 
culturally diverse choral populations (Shrock, 2017). 
Paulk (2005) noticed that ideals for choral vocal tone were different from country 
to country; he commented that this was a result of aesthetic qualities bound to 
geographical locations: “For example, Germany’s choral tone, traditionally, has 
manifested darker and more rounded sounds than France’s thinner, brighter tone 
production” (p. 1). Scholars show interest and investigate the evolution of the various 
cultures’ choral sounds. The recent cross-cultural study dedicated to researching the 
evolution of choral sound covers America, Ireland, Canada, and Great Britain—all 
English-speaking countries. Anderson (2001) and Sparks (2000) investigated and 
described the rich Swedish choral tradition. Miller (1977) suggested the existence of 
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national vocal schools and described pedagogical methods of developing a preferred 
national vocal sound as a major contribution to national tone ideals. Miller (1997) also 
recognized the partial influence of languages and national temperament as two factors 
that influence that vocal sound. However, Miller (1997) emphasized that “it would be 
impossible to irrefutable link each technical variance within the several pedagogies or 
specific tonal preferences among the schools solely to these causes” (p. 171). However, 
in the choral field researchers have only just started investigations into this area, and it 
remains under-researched. Scholars have focused on choirs ranging from children’s 
groups to adult ensembles, and on many singing styles, such as folk traditions and 
classical, highlighting the traditions of various countries and the effects of globalization 
on these traditions (Anderson, 2001; Bradley, 2006; Goetze, 2017; Rugen, 2013; Smith, 
2016; Sparks, 2000) 
Globalization and Music Education 
Music education is linked to society, and globalization has affected it as it has 
affected society (Kertz-Welzel, 2018). A key challenge for today’s music educators is 
that there are hundreds of years of culture-specific traditions being confronted by the 
demands of a new global community (Eremina, 2007). However, education today is 
about preparing students for rapidly changing workplaces and job markets, a result of 
globalization and border openness (Kertz-Welzel, 2018, p. 18). The dynamic and 
constantly changing global community has implications for school-based music 
education (Jones, 2007). New programs and curricula will need to respond to or reflect 
the reality of this new global community. “The magnitude of change caused by 
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globalization requires a complete reexamination of school music offerings grounded in 
the realities of the global geo-sociopolitical environment—not tradition, expedience, 
personal preferences, or political agendas” (Jones, 2007, p. 3). 
In the 21st century, new styles, a wider variety of genres, and the idea of world 
music have formed (Harrison & O’Bryan, 2014), and these new concepts create a need to 
reevaluate teaching methods and program content. Solo and choral singers, for example, 
have had to learn how to sing in halls, churches, recording studios, or even online 
environments, and research is ongoing into how to teach a particular musical or cultural 
singing style (Harrison & O’Bryan, 2014). 
Musical education institutions today offer transnational programs, online 
education, and new courses developed in response to the technical progress of the 
postindustrial Information Age. New ways for people to collaborate, create, and network 
are emerging with new technologies and media (Tobias, 2013). 
Informal Education and Lifelong Learning 
Education is part of culture, and if viewed through Goodenough’s (1999) cultural 
theory as a cognitive process, it is present in many aspects of social life. Researchers 
define types of education using various terminologies, such as common and uncommon 
learning processes and informal, formal, or nonformal education (Folkestad, 2006). 
Kertz-Welzel (2018) discussed the construction of a global music classroom that 
encompasses many cultures, individuals, or communities and involves lifelong learning. 
Mak (n.d.) stressed the need to create the kind of formal education that would develop the 
abilities of future professionals so they are able to learn continually and adjust in a 
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quickly changing world. The goals of education now are to prepare students for 
workplaces, to build skills, to identify what knowledge and skills are still needed, to teach 
students to cope with cultural differences, and to instill a desire for lifelong learning 
(Kertz-Welzel, 2018, p. 20). 
Mak (n.d.) explained that informal education can be active and hands-on. 
Informal learning is embedded in social context and requires desire and self-motivation. 
Learning by ear via the Internet is characteristic of an informal learning style. Nonformal 
learning, a practice similar to informal learning, also encourages learning by doing, 
similar to learning on the job or in an internship and includes reflecting on practice. 
Folkstad (2006) believed that formal and informal educational practices are not fixed in a 
continuum but rather in a scale where education takes various forms. He stated that both 
of these methods of education can be present in educational activities to various degrees. 
In contemporary society, people are active in their educations, not just consuming music, 
but exploring musics online (Kerts-Welzel, 2018, p. 93). 
Folkestad (2006) concluded that informal musical learning is a cultural practice: 
One learns by participating. A listener at a festival concert learns about music style and 
performance practice, thus developing certain preferences and tastes (Karlsen, 2007). 
Green (2011) believed that musical identities include musical tastes. People tend to 
develop taste and preferences to music gradually, and one of the ways to describe taste is 
to explain people’s aesthetic choices in the context of their sociocultural identities 
(Green, 2011). Preferences, in turn, are based on people’s patterns of discernment. 
Musical taste is “a micro-level representation of a musical culture” (Benski, 1989, p. 732) 
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and is one of the layers of musical identity (Green, 2011). Kodály (1974) saw the rebirth 
of his native Hungarian culture through bringing the folk music and national musical 
language back into the musical, and thus general, culture.  
Smilde (2009) said that open-mindedness in the rapidly changing cultural 
landscape is an essential quality for musicians. The concept of global mindset is relevant 
to the musicians as well, who need to develop cultural sensitivity, an ability to be 
comfortable in conflict situations, and the ability to compromise (Kertz-Welzel, 2018). 
Whereas, entrepreneurship and conscious development of a musician identity are 
essential qualities for future growth and success. According to Smilde (2008), lifelong 
learning is beneficial to professional musicians as it fosters self-exploration and self-
development (see also Mak, n.d.). The challenges that are presented at various times and 
in different environments can be successfully adopted with open-minded approaches and 
a desire to continue to grow professionally. 
“A communication of European commission describes life-learning as all learning 
that encompasses the whole spectrum of formal, non-formal and informal learning” 
(Smilde, 2009, p. 2). Smilde (2009) stressed that lifelong learning is a process that 
developed in response to social change to improve employability through adaptability. 
An informal learning process happens in real life and without any teacher authority; the 
learning is directed by individual needs and motivations (Mak, n.d.). Mak (n.d.) insisted 
that the role of conservatories in today’s world is to prepare the future professional 
musicians for lifelong learning. “Their professional environment has become increasingly 
international” (Smilde, 2009, p. 1).  
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The various types of learning, that is formal, informal, and nonformal education, 
are all vehicles for culture transmission in the way Goodenough’s (1981) cultural theory 
explains. Individuals learn daily through their lives from family, peers, and everyday 
experiences (informal education); they learn at schools and colleges (formal); and they 
learn through those educational experiences they select for themselves based on their 
tastes and preferences (nonformal). Choral conductors as musicians start learning from an 
early age by going through formal schooling and higher education, and then they learn as 
apprentices at their jobs, as listeners at concerts, as observers at international choral 
events, all the way selecting extracurricular opportunities for their education. Through 
these types of educational experiences, they continue to maintain and shape their own 
cultural environment. 
Purpose of the Study 
I explored the impact of globalization on the preservation of the Russian choral 
tradition and particularly the signature Russian choral sound. To that end, I examined the 
national traditions, determined what their peculiarities were, explored what effects 
globalization had had and was having on those traditions, and investigated Russian choral 
musicians’ responses to globalization.  
The investigation of any tradition touches upon pedagogical practices that are at 
the foundation of performance practice. Therefore, discussion of the evolution of choral 
sound and performance practice may elucidate the evolution of the pedagogical practices. 
I wanted to know to what extent these individuals—conductors of various well-known 
professional choral groups in Moscow—were concerned with the integrity of Russian 
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national choral sound and how their concerns reflected in their repertoire choices and in 
the vocal training they prescribed for their choral singers during rehearsals. The 
relationship between change and conservative traditions in Russian choral pedagogy and 
performance practice as a result of globalization may be of interest to American choral 
music educators as one of the possible models of response to contemporary demands in 
the profession.  
I focused this study on the professional, trained Moscow choral scene. While 
graduates of the Moscow Conservatory and other influential institutions may work in 
various Russian cities, thus spreading their way of envisioning choral sound, I will not 
generalize the results of my study to all Russian choirs.  
Neither did I investigate folk or military choirs or choirs of marginalized 
populations, such as LGBT choirs or prison choirs. The folk choirs in Russia have quite a 
different vocal style, specifically cultivating an untrained folk sound. These choirs 
specialize mostly in folk repertoire; singers wear folk costumes during performances and 
will not attempt to sing Western or Russian choral staples or contemporary repertoire. 
Military choirs belong to another, specific category for ensembles that represent 
nationalism in music. While their manner of vocal production is close to the academic 
vocal style, they specialize in patriotic, popular, and folk repertoire and thus do not 
entirely satisfy the criteria of participant selection. 
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Research Questions 
To help uncover how the “genesis of change” (Rugen, 2013, p. 1) touched the 
Russian choral tradition in the age of globalization, the following research questions 
framed this study: 
• In what ways has globalization influenced the national Russian choral sound? 
• In what ways does a desire to preserve the national Russian choral sound 
influence the ways that young choral conductors are trained? 
• In what ways are influences of globalization on the national Russian choral 
sound parallel to choral traditions in other countries? 
• In what ways might this inform choral music education in the United States? 
Theoretical Framework 
Bourdieu (as cited in Prior, 2005), one of the most important sociologists of 
culture, traced and articulated the mechanism for the development of cultural tastes. 
Bourdieu suggested that the effectiveness of a work of art depends on the perceivers’ 
abilities to decipher it. In order to make this deciphering possible, there must be 
familiarity with the cultural code, since people communicate using the codes that exhibit 
many properties and help with the transmission of meaning. In Bourdieu’s view, the 
perceiver must be trained to understand context and the work of art in this context. If the 
perceiver is not able to correctly decipher the work of art, its meaning is changed or even 
mutilated (Prior, 2005).  
Cultural codes and traditions are communicated and taught organically over time 
within a cultural group (Barret, 2010). Every interval consists of meaning and emotional 
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load and moreover represents era and style (Micklina, Konzon, Zorin, Slavina, & 
Meleshkina, 2016). Green (1999) believed that “inherent meanings are neither natural, 
nor essential nor a-historical: on the contrary, they are artificial, historical and learnt” 
(p. 162). Education is one of the vehicles for cultural transmission as it makes available 
the pathways for acquiring knowledge and skills. People receive pertinent skills and 
knowledge of their culture, and culture becomes a key for disseminating and 
understanding art works that were created in the context of a given culture. Therefore, 
culture and education are interconnected. 
Goodenough’s Cultural Theory 
I chose Goodenough’s (1981) cultural theory as the framework for this research 
because it provided a lens to investigate the place of choral culture within the bigger 
cultural picture. “A society’s culture consists of whatever it is one has to know or believe 
in order to operate in a manner acceptable to its members” (Goodenough as cited in 
Keesing, 1974, p. 77). Goodenough (1981) explained that within a culture whose values 
are known to mainstream society, there are subgroups of culture and individuals. 
Subgroups are smaller clusters of people who share values, traditions, and languages that 
are unique to them. The choral culture is an example of such a subgroup. Goodenough 
(1981) elaborated that the culture is a phenomenon which does not consist of people, 
their behaviors, or material things; he emphasized that it is an organization of these 
things. Culture then becomes what people learn and transmit and is what each individual 
needs to know to be accepted into the society. Therefore, an investigation of culture 
cannot be separated from an investigation of the individuals who shape the culture. There 
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are choral conductors, singers, choral conducting students, and accompanists who share 
and continue the tradition of choral singing through teaching, studying, rehearsing, and 
performing. Education is a vehicle for cultural transmission, and if I continue the 
analogy, looking through the lens of cultural theory, then I may ask, who are the drivers 
of these cultural vehicles? The answer points to choral conductors as choral educators, 
whether they work with professional choirs or choral students or children. They are 
passing on traditional skills and knowledge while renewing and transforming it by 
incorporating new pedagogical approaches as well as new elements of performing 
practice. However, not every member of the society has the same access to education and 
experiences, or they have access to different experiences and thus shape one or another 
subculture. The contemporary Russian choral professionals clearly have different 
experiences than the generation that lived under the Soviet regime. These differing 
experiences contribute to the evolution and adaptation of cultural values and traditions. 
Goodenough’s (as cited in Keesing, 1974, p. 77) definition of culture as shared 
knowledge, which he first articulated in 1957, helped shape a new subfield in 
anthropology: cognitive anthropology (see also Agar, 1982). Goodenough (2002) said 
anthropology as a “field of scholarly endeavor … involves both humanistic and scientific 
approaches in interaction” (p. 424). Anthropology is the study of various matters of 
human development in relation to biology, linguistics, and culture. Anthropologists 
investigate languages and cultures as bodies of knowledge that are learned (Goodenough, 
2002). The contribution of cognitive anthropology is to study culture not merely as a set 
of behaviors that can be observed but as a set of concepts that form a system of 
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knowledge (Blount, 2011). Ethnographers, influenced by studies in structural linguistics, 
are sensitive to what members of a specific culture say and to the language they use 
because doing so helps the researchers understand the cognitive system of a given culture 
(Blount, 2011).  
Goodenough (as cited in Keesing, 1974, p. 77) also emphasized the linguistic 
element. The concept of culture refers to the sharing of multiple dimensions of existence: 
speaking, doing, and interpreting (Agar, 1982). However, it is the organization of these 
activities that matters: “It is the forms of things that people have in mind, their models for 
perceiving, relating and otherwise interpreting them” (Goodenough as cited in Keesing, 
1974, p. 77). These dimensions are learned through the cognitive learning process, 
observation, and social interaction. Goodenough (2003) recognized cultural change and 
defined it as cultural evolution. Culture bearers learn to communicate cognitively through 
imitation, physical guidance, and instruction. Action patterns of transmission and 
interaction, and other recurrent activities are also highly important for maintaining 
culture. Traditions are markers of culture: “Traditions are the entities, rooted in activities 
that are transmitted across generations and across society” (Goodenough, 1999, p. 85). 
Goodenough (2003) emphasized the cognitive dimension of how culture is 
transmitted, recognizing the role of the individual in this process. Goodenough (1999) 
continued to refer to the “reduction in the range of differences” (p. 94), but this range is 
never eliminated. Individual differences can persist. “Most cultural recipes for activities 
allow for a range of behavioral styles” (Goodenough, 1999, p. 98).  
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Cultural Theory and Music Education 
Goodenough (1981) implied that expressive behaviors, and perceptions of 
expressive behavior, are not inborn but rather a result of cultural education. Countries’ 
educational systems—the cultural qualities which penetrate into its structure and status, 
its policies and procedures—“are the highest expression of each people’s national 
consciousness, culture and traditions” (Faure et al., 2013, p. 177; see also Gardner, 2004). 
The educational process itself can be discussed through two lenses, where one is formal 
education, such as a country’s official education system with schools, colleges, and 
universities, and the other is informal education that can be received through various life 
experiences and through participation, whether passive or active, in music-related 
activities. The two lenses do not represent two separate approaches but rather two 
interdependent aspects of education (Folkestad, 2006).  
Formal Education as Part of Cultural Transmission  
Scribner and Cole (1973) defined formal education as 
a process of cultural transmission that is (i) organized deliberately to fulfill the 
specific purpose of transmission, (ii) extracted from the manifold of daily life, 
placed in a special setting and carried out according to specific routines, and (iii) 
made the responsibility of the larger social group. (p. 555) 
Folkestad (2006) believed this is why the majority of studies within music education 
focus on music training in specific institutional settings. The premise behind such 
research is that learning occurs in a systematic way within formal structures.  
A network of schools, institutes, and universities make up an educational system 
within each country; these networks encapsulate and maintain a set of values, skills, and 
knowledge using formal curricula. Institutions are among other culturally constituted 
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realities that are inherited from generation to generation (D’Andrade, 1981). Music, in 
fact, represents a particular culture and its belief system (Reimer, 1993).  
Significance of the Study 
Kodály (1974) believed that if children could read notation and learn the 
traditions of Western art music by singing Hungarian folksongs in the mother tongue, the 
Hungarian culture might be preserved. His remedy was to develop a pedagogy to enable 
musical literacy among children; he used his political influence to ensure that music 
education was available to every child in every primary school throughout his country. 
Kodály also strongly felt that choral singing was a tool for reviving a country’s musical 
culture through performers’ and audiences’ training and education (Nemes, 2017). 
While the term globalization was not a familiar one in Kodály’s time, the issues 
he identified and faced are parallel. Concerns for the impact of globalization on Russian 
choral traditions and particularly the quintessential Russian choral sound are similar. 
Choral art is believed to be a form of spiritual and musical education as well as an 
identity builder; therefore, it is an important part of a culture. Outcomes from this study 
may inform choral pedagogy in countries like the United States, where demographics 
reflect immigration and the cultural diversity of musical heritage.   
Limitations and Delimitations of the Study 
The political climate between the United States and Russia at the time of this 
study limited my ability to travel between Boston and Moscow, which in turn made it 
impossible to observe rehearsals. Participants did not allow me to observe rehearsals 
digitally or to have them recorded for me. Furthermore, a dearth of female choral 
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conductors at the top level of choral music in Russia limited this study to one female 
participant; all others were male.  
Data were limited to what participants were willing to reveal—rivalries and 
competition between groups may have influenced conductors to withhold information—
and what I could find online. Additionally, several conductors were unavailable for 
interviews, limiting the data I collected about them to others’ published interviews and 
video recordings of interviews available online. I delimited the study to choirs based in 
Moscow, Russia, that met specific requirements (see the Participants section in Chapter 
Three). Due to the flexible and evolving concept of cultural identity, the findings and 
implications of this study are limited to the period of time during which it took place. 
Organization of the Study 
Chapter One provides an overview of the study; a brief discussion of national 
cultural identity, ideas regarding the preservation of national cultural identity, and the 
phenomenon of choral sound and its peculiarities; and a justification for the use of 
Goodenough’s (1981) theory as a framework for this study. In Chapter Two, I discuss 
globalization in general and globalization’s affect specifically on Russia and Russia’s 
cultural identity crisis. I provide a preliminary literature review in Chapter Three. This 
includes a brief discussion of Russian choral history, professional choirs and their 
membership, and the contemporary choral scene. Chapter Four contains an overview of 
the methodology I used to conduct this study; a rationale for grounded theory methods; 
and sections on tools, data sources, procedures, data collection and analysis, 
trustworthiness, and research ethics. I present and analyze data in Chapter Five. Finally, I 
  
25 
close with my conclusions, implications for choral music education in the United States, 
and recommendations for future research in Chapter Six.  
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CHAPTER TWO 
REVIEW OF THE LITERATURE 
Globalization and Cultural Heritage 
Wiarda (2007) defined globalization, one of the most controversial contemporary 
issues, as “the increasing scale, extent, variety, speed, and magnitude of international 
cross-border social, economic, military, political and cultural interrelations” (p. 3). The 
word and term globalization were not officially recognized until the 1960s, even though 
the process of globalization had been occurring for centuries (Waters, 2001). Robinson 
(1992) defined “globalization as a concept that refers both to the compression of the 
world and the intensification of consciousness of the world as a whole…both concrete 
global interdependence and consciousness of the global whole” (p. 8). The Oxford 
English Dictionary defined globalization as “the process by which businesses or other 
organizations develop international influence or start operating on an international scale, 
widely considered to be at the expense of national identity” (“Globalization, n.,” 2018). 
The impact of globalization is uneven; it has “differential impact” (Wiarda, 2007, p. 265).  
Eriksen (2014) outlined nine analytical dimensions of globalization that are 
descriptive of the action globalization may trigger: disembedding, speed, standardization, 
connections, mobility, mixing, risk, identity politics, alterglobalization. He emphasized 
that globalization encompasses many aspects of contemporary life such as economic, 
political, cultural and environmental, and it should be seen as a two-way process. 
Sadyakova, Myrzabekov, Myrzabekova, and Moldakjmetkyzy (2014) pointed out that 
there are various views on globalization and its effects on countries and their cultures. 
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There is no doubt that globalization leads to homogenization; however, for some cultures 
globalization can increase awareness of and sensitivity to their own cultures as a response 
to homogenization. The process of globalization can initiate the revival of national and 
spiritual identities (Ivanov, 2004). Roudometof (2014) defined globalization and 
glocalization: “Globalization accounts for the cultural uniformity of the formal aspects of 
nationhood, glocalization is about realizing (and accounting for) the specificity and 
‘uniqueness’ of each national experience” (p. 25). Robertson (1992) believed that global 
and local are tightly interconnected and that the local needs to negotiate with the global; 
he discussed the concept of universalization of particularism and how it is intertwined 
with the particularization of universalism. He too saw a two-way process between the 
local and the global as they enrich and change one another. 
Crane (2002) stated that there is no systematic research on globalization and 
proposed to use cultural lenses to look at globalization by investigating artistic and media 
forms. Adams (2007) emphasized that empirical work is highly important, as opposed to 
statistics, which are perhaps less reliable due to the nature of the phenomenon. Adams 
presented and discussed several cultural globalization theories. According to the cultural 
imperialism theory, where strong cultures dominate weaker cultures, the intercultural 
relationship is unilateral from the direction of the dominating culture. On the other hand, 
Adams offered the cultural flows or network model theories, where cultural flows do not 
move in the same direction and may originate in various places. Sadyakova et al. (2014) 
noted that 
open borders for cultural influence and the growing cultural communication can 
lead, on the one hand, to share successful experiences, enriching our own culture, 
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raising it to a higher stage of development, on the other - to its cultural exhaustion 
due to the unification and standardization, sharing the same cultural patterns 
around the world. (pp. 9–10) 
Cultural strategies theory refers to special strategies used by nations in response to 
globalization (Adams, 2007).  
Adams (2007) also presented the transformationalists’ point of view that 
globalization can both homogenize and differentiate the culture: Globalization becomes a 
“painful paradox, whereby the value and awareness of one’s own culture becomes more 
important, namely because it is being destroyed” (p. 129). The future of a country’s 
culture is thus dependent on its response to the pressures of globalization. The 
preservation of cultural identity becomes a high achievement in the contemporary world 
(Sadyakova et al., 2014, p. 9). 
Globalization in the World Context 
As the musical community extends, expands, and becomes ever more open to 
communication, specialists from various countries exchange their skills and experience 
with each other through conferences, workshops, and festivals. Baumann (2001) 
proposed, 
In the encounter and conflict of cultures of the world, internationally directed 
festival events play an increasingly important role. They become pioneers in 
propagating the peaceful idea of developing new, creative forms of behavior that 
lead to mutual respect between different cultures. (p. 294) 
People transform their professional and personal identities by studying, working, and 
living abroad, which are catalysts for globalization (Kertz-Welzel, 2018). Musicians who 
migrate and network bring their musics with them, sharing their cultural heritage with 
people of other countries and nations, thus influencing complex relationships between 
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musics (Kiwan & Meinhof, 2011). The choral profession is no exception. There are 
numerous well-established international festivals, workshops, and international student 
programs at respected universities and conservatories throughout the world: Berkshire 
Choral International (United States), World Peace Choral Festival (Vienna, Austria), 
Moscow Tchaikovsky Conservatory Department of International Cooperation (Russia), 
International Choir Festival Tallinn (Latvia), Florence International Choir Festival (Italy), 
Yale International Choral Festival (United States), and International Choir and Orchestra 
Festival (Baden, Germany). There are multiple opportunities for choral specialists to go 
abroad to participate in choral festivals, listen to the choirs from other countries, and 
present their own choirs: The American Choral Directors Association (ACDA), for 
instance, organized the International Conductors Exchange program, which sends 
professionals to countries such as Venezuela, Argentina, Germany, and China for cultural 
exchange (Harper, 2014), and the world’s most famous choral competition, the World 
Choir Games, was organized in 2001 to promote cultural exchange in the field of choral 
music (Lana, 2011). Well-established conductors are invited to work with foreign choirs 
abroad and give clinics (Smith, 2016). Rugen (2013) noted, “Increased availability of 
mass transportation facilitated global travel for choral directors and composers, allowing 
for in-person concert attendance. Technological breakthroughs in communication assisted 
in real-time information exchange” (p. 17). 
The International Choral Bulletin and other professional publications offer a 
variety of choices for choral groups to travel and participate in international stage 
performances; choral conductors today believe in the incalculable benefits of being 
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exposed to and interacting with other cultures during such intercultural events (Fauls, 
2008). As Apfelstadt emphasized in an interview with Yanson (2010), “We are 
influenced by so many choral aesthetics through greater access to recordings, to 
international festivals and conferences.” 
Individual choral conductors who travel (with or without their choirs) and 
represent their choral traditions play a large role in transmitting cultural heritage, sharing 
educational and performance experiences with other professionals in their field, building 
bridges between countries, and otherwise connecting people through the choral art. 
Baumann (2001) stated, “It is the musicians who today select, newly configure, 
historicize, sample, innovate and synthesize from the offerings available, following their 
individually conceived or organized concepts of tradition” (p. 14). What is important here 
is that it is individuals who create special networks that allow them to build and organize 
“via their joined knowledge of conventional means of doing things, [produces] the kind 
of art works that art world is noted for” (Becker, 2008, p. x). Such extensive exchanges of 
repertoire and performance practices foster the evolution of the choral art: “Since the 
1970s, choral activity has increased around the world, bringing about a slow but sure 
change in repertoire and choral sound” (Rugen, 2013, p. 18).  
These descriptions of globalized musical activity may be juxtaposed with the 
views of other scholars, who disagree about potential consequences of such a complex 
phenomenon as cultural globalization. Ervin (2008) described it as a process whose 
“effects on diverse cultural realities are still unfolding and remain uncertain” (p. 38), 
referring to countries’ differing responses to and preparations for globalization as many 
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globalizations. The main area of contention, however, has to do with the ultimate 
consequences of globalization, “including the question of whether national identities are 
likely to be supplanted by local and/or transnational affiliations” (Blum, 2007, p. 12). 
Other possibilities might include strong nationalistic reactions to globalization or, on the 
contrary, a fluid world of shifting cultural identities. 
Globalization and the Arts 
As Carroll (2007) pointed out, globalization is not a new process, especially in the 
world of the arts. People transported artworks crossing cultural and geographical 
boundaries since as far back as the 14th century; artists traveled and brought foreign 
skills and knowledge back to their native countries (Carroll, 2007). Still, “in the past, the 
art worlds of different cultures were distinct, segregated by virtue of their diverse 
traditions of making and meaning, of articulation and interpretation” (Carroll, 2007, 
p. 141). Today, by contrast, there is a constant exchange of information as 
communication between museums and galleries allows for ever greater cultural 
exchanges (Carroll, 2007).  
Singh (2011) defined the arts as creative expressions of fine and performing arts, 
thus covering musical culture. Gielen (2010) included classical art institutions such as 
symphony orchestras, the opera, and major museums under the umbrella term arts; he 
conducted a cross-cultural study investigating art institutions under the pressure of 
globalization. Sadyakova et al. (2014) described the art system as multilevel: The units of 
a system are market, international cultural policies, museums of contemporary art, and 
public and private organizations. A government may support performing artists because 
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they contribute to the creation of a national identity and protect cultural heritage, but this 
can give a government great control over artists’ output. Some countries’ governments 
control the types of foreign media their populations may view, thus limiting international 
influences over the culture (Sadyakova et al., 2014). 
According to cultural strategies theory, governments use various response 
strategies to mitigate the effects of globalization (Crane, 2002). Some countries (e.g., 
Japan, India, Iran, and Brazil) use cultural policies as tools to control dissemination of 
national media designed to encourage people to connect with their national cultural 
identity and are able to resist the effects of globalization almost entirely (Kochtcheeva, 
2010; see also Crane, 2002, pp. 19–21). The power of some of these policies is 
diminished, however, due to nearly ubiquitous access to technology. Sadyakova et al. 
(2014) noted, among positive aspects, the possibility of communication between artists 
and the ability to learn from each other. There is no doubt globalization encourages 
“penetration of various trends in art and their exchange” (Sadyakova et al., 2014, p. 8). 
Globalization in Russia 
Scholars continue to discuss the globalization phenomenon, especially from 
economic and political points of view. Not all countries have received equal attention 
from scholars; Eremina (2007) and Kochtcheeva (2010) indicated that Western scholars 
have not included Russia in their research as they have with European and North 
American countries. Zima (2005) stated that the effects of globalization on culture, and 
musical culture in particular, are underresearched and require interdisciplinary methods 
of investigation.  
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Zima (2005) believed that globalization has affected all aspects of life in Russia. 
According to Bokhorov (2008), the dissemination of modern art in Russia in the 1990s 
was one of the consequences of globalization. He noted that that marked Russia’s return 
to the worldwide art realm after the many limitations previously created by Soviet 
politics. Mingalova and Mirskikh (2012) reported that the educational system also 
underwent changes to respond to border openness and the demands of the global market; 
many universities in Russia now offer programs that support globalization: Dual degrees 
in conjunction with foreign university, centers for international certification, and foreign 
language study are some examples. 
Modern Russia underwent serious transformations at the end of the 20th century, 
and values and lifestyles have drastically changed. Some effects of globalization have 
been judged as drastic and even morally troubling (Molchanov, 2005). The collapse of 
the Soviet Union coincided in time with globalization advancing in Russia. Although 
Russian citizens accepted many elements of Western culture with enthusiasm, they 
received some with criticism and disapproval: Increasingly conspicuous billboards in the 
city of Moscow and a famous, nostalgic Moscow toy store remodeling to look more like 
an American mall were not well-received (Kochtcheeva, 2010). 
Along with the term globalization, researchers have coined the term global city 
(Sassen, 2005). Moscow is an example of such a global city: It houses cultural and 
scientific exchanges, entertainment, and tourism, thus facilitating globalization processes 
(Kochtcheeva, 2010). Aristova (2016) pointed out that the global city is one which hosts 
international events, welcomes foreign languages mixing, and attracts visitors. For 
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instance, the American TV show The Voice has become extremely popular in Russia. The 
show’s participants come from different republics of the former Soviet Union to compete, 
at minimum, in three languages: Russian, English, and Italian. In some performances, 
participants even mix several languages for the performance of one song. Sometimes the 
song form is changed to accommodate a newly added coda in a foreign language 
(Aleshinskaya & Gritsenko, 2017). The genre and style are adjusted to accommodate the 
demands of a contemporary, global performing style. Rudichenko (2013) described these 
changes and adjustments of cultural repertoire. He wrote about the folk repertoire that is 
changing with regard to performance practice, song forms, and texts, even in comparison 
to the 1980s and 1990s, in response to globalization. Contemporary music often is 
eclectic and multicultural.  
Music culture underwent a serious transformation in the 20th century; complex 
relationships of tradition and innovation fostered implementation of new elements in 
music presentation, soundscapes, and performance practice (Kuzub, 2010). In musical 
culture, for instance, these new elements have been reflected in composers’ output. 
Despite searching for new forms and techniques, Russian composers are known for 
adopting methods and techniques of their Western European peers while still preserving 
the values and spiritual foundations that are rooted in Russian culture (Micklina et al., 
2016). Genres such as opera and choral concertos that had been transplanted from the 
West into Russian composers’ arsenals as early as the 17th century became tools for 
expression of Russian spirituality and musicality (Armstrong, 2011; Woodside, 1987). 
Bokhorov (2008) explained that art in society functions as a complex social 
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subsystem with embodied artifacts, and one of the effects of globalization is creating a 
dilemma in choosing between old (i.e., traditional) and new values. Kochtcheeva (2010) 
stated that the most relevant approach to understanding Russia’s response to globalization 
is to see it as a combination of tradition and innovation. As Blum (2008) stated, “The 
overall tendency in Russian identity formation is what we may call hybridization” 
(p. 339), where Russia accepts some models offered by globalization while rejecting 
others to maintain philosophies and ideologies essential to the Russian identity. Micklina 
et al. (2016) stated that the national spirit is growing in Russia and that the tradition of 
combining global and national elements is contributing positively to the relationship 
between globalization and Russians’ national identity.  
Cultural Identity Crisis in Russia 
In the Russian context, cultural identity has been subject to recurring crises since 
at least the time of Peter the Great, whose modernization attempts brought Western 
European cultural norms into the traditional Russian society. If identity is a socially 
constructed phenomenon, and if its flexible state responds to drastic political and 
economic change, there is no wonder that Russian identity has been shifting for centuries 
(Brook, 2007). In this sense, the post-perestroika (restructuring) and post-Soviet Russian 
scene is yet another segment in Russian history that affects the Russian self-concept. This 
period of roughly two and a half decades is significant because it combined various 
external pressures brought on by globalization with the internal pressures of the cultural 
identity crisis that has been a constant factor in modern Russian history. How Russian 
cultural identity has been affected by the combined pressures of external and internal 
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change in late- and post-Soviet Russia is central to this study. 
Shift in Cultural Climate From Soviet to Post-Soviet Times 
Until the beginning of glasnost (openness) and perestroika (restructuring) in the 
late 1980s, cultural exchange between Soviet Russia and the West was limited, albeit to 
various degrees of severity depending on the specific decade (Tomoff, 2015). Western 
repertoire was limited and controlled, and sacred texts were often altered, including 
pieces composed by Russian composers (Fairclough, 2012). Sacred choral compositions 
were rarely heard and performed (Stuhr-Rommereim, 1993); there was a shift toward 
secular repertoire in choral music, and choral music education as well (Drobishevskaya, 
2013). At all times, however, very few of the Soviet musicians and choral groups were 
permitted to travel abroad. Not only were there very limited opportunities for Soviet 
musicians to present their work abroad, they also did not have access or exposure to new 
developments in other cultures (Savenko, 1997 Schmelz, 2005). 
In the particularly isolationist 1950s, for example, there was almost no access to 
compositions of foreign composers such as Debussy, Ravel, and Mahler, whose work 
represented the recent achievements of Western musical culture, let alone non-Western 
music. In the 1940s and 1950s it was difficult even for professional musicians to secure 
copies of this music (Savenko, 1997, p. 409). In 1956, however, Schedrin, then a 
promising young composer, penned an article in which he openly promoted Debussy, 
Ravel, and Stravinsky, composers who had long been known in the West as well as in 
prerevolutionary Russia, but who had been erased from the musical scene during Soviet 
times (Savenko, 1997). Chernushenko recalled that in his college years, young choral 
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conductors never studied sacred choral music (Stuhr-Rommereim, 1995). 
Another striking example of the limited nature of the Soviet musical scene was 
the exclusion of foreign composers from the conservatory curriculum (Schmelz, 2005). 
Andrey Volkonsky, for example, was a Swiss-born child of a Russian noble family that 
fled the revolution. He arrived in the Union of Soviet Socialist Republics (USSR) with 
his family after years of exile and brought his extensive knowledge of Western music 
with him. He is known to have introduced contemporary styles and Western composers 
as well as music from before Bach to the younger generation of Moscow composers 
(Schmelz, 2005). “Renaissance music in which Western musicians showed deep interest, 
was little known in Russia of those years” (Savenko, 1997, p. 412; see also Fairclough, 
2012). Coming from abroad and having received a Western education, Volkonsky found 
his Moscow Conservatory classes boring and limiting; his professors discovered that he 
knew much more than they did. He was later expelled from the conservatory—officially 
for being in possession of forbidden scores by Schoenberg and Shostakovich (Schmelz, 
2005). 
Following the important Warsaw Autumn Festival in 1956, opportunities for 
professional musicians to participate in international festivals increased somewhat and 
provided the valuable opportunity to study and obtain recordings of contemporary music. 
Contacts with the West were not encouraged, but at least there was no persecution. It 
became possible to receive sheet music, recordings, and with some luck to travel to 
Socialist countries for contemporary music festivals (Savenko, 1997).  
It was only in post-Soviet times, after the definitive collapse of the Iron Curtain, 
  
38 
that “the new freedom of glastnost’ (openness) allowed, too, for increased opportunities 
for international cooperation” (Quillen, 2010, p. 13). A key moment in this development 
was the 1988 Boston-based festival Making Music Together, which was attended by 
three well-known Soviet composers: Denisov, Schnittke, and Gubaidulina (Quillen, 2010, 
p. 4). A broad range of music and music styles were performed, including improvisation 
and jazz, and the Soviet participants were permitted to perform and record “without 
restriction” (Quillen, 2010, p. 3). These and other composers “enjoyed new opportunities 
to pursue careers abroad, develop professional relationships and peer groups, and court 
new patrons” (Quillen, 2010, p. 141). In turn, as a marker of the new, late-Soviet era of 
cultural exchange, American composer John Cage’s visit in 1988 influenced many 
Russian composers, as did Andrew Lloyd Weber’s Requiem, performed at the Third 
International Festival in Leningrad. These transnational connections and networks are 
examples of how cross-fertilization started to develop during the perestroika period 
between the major Soviet music centers and the West, in particular the United States.  
However, with more porous borders and openness following the breakup of the 
USSR in 1991 came another danger: emigration (Stuhr-Rommereim, 1993). Facing an 
institutional vacuum at home, composers and artists based in Russia came to believe that 
greater integration with Europe—professional, personal, and stylistic—would prove the 
best strategy for preserving and advancing their careers. One of the prominent markers 
of, and catalysts for, globalization is precisely a migration or dislocation of peoples 
(Castles, 1998). According to Patnaik (2006), these movements are often caused by 
political or economic factors such as those experienced in post-Soviet Russia. Those 
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composers who chose to participate in European networks had strong incentive to 
conform to the stylistic norms expected within those networks (Quillen, 2010). 
According to Quillen (2010), between 1988 and 1998 the Association of the 
Contemporary Music II’s membership of 36 reduced by more than half. Such losses were 
significant. Maintaining the Russian pianistic tradition became problematic in post-Soviet 
times. Many composers and performers left the country as the borders were opened, but 
they rarely returned, “which has resulted in the paradoxical situation whereby 
performances by the great virtuosi, such as Vengerov and Kissin, are a rarity in their own 
country” (Bartlett, 2007, p. 13). Professional networks that began to extend abroad 
affected the compositional output in stylistic and other music-related norms. As Quillen 
put it, 
These stylistic developments were motivated not just by aesthetic concerns, but 
also by changes in the resource environment within which professional composers 
worked. With the end of the Soviet system, domestic institutions supporting 
composers largely collapsed, too. European organizations, especially government 
foundations and contemporary music groups, became the main source of support 
for Russian new music composers. (p. 3) 
Summary 
Scholars see globalization as a complex phenomenon that has various effects on 
countries’ cultural heritages (Adams, 2007; Crane, 2002; Sadyakova et al., 2014; Wiarda, 
2007). While there is a vast pool of investigations of globalization, the outlook from 
economic and political angles prevails over one that would consider a country’s art and 
culture (Crane, 2002; Eremina, 2007; Zima, 2005). More specifically, the phenomenon of 
music culture and globalization is underresearched, though it is obvious that the music 
community expanded and the openness of boarders sets no limits for musicians to 
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communicate and exchange ideas and experiences (Baumann, 2001; Harper, 2014; 
Ruger, 2013). Musical culture is not an exception to the effects of globalization (Kuzub, 
2010; Micklina et al., 2016). 
Globalization is not a new phenomenon; however, with the age of technology it 
accelerated and encompassed many countries of the world (Carroll, 2007). 
Globalization’s effects may bear homogenizing or differentiating characters, depending 
on countries’ responses, but no doubt there is awareness of the process happening in the 
world (Aristova, 2016; Crane, 2002; Kotchtcheeva, 2010; Molchanov, 2005). Effects of 
globalization may differ between countries depending on their particular culture’s 
responses, making it is unpredictable and uneven (Ervin, 2008; Wiarda, 2007). The 
preservation of cultural identity requires a special effort in the contemporary world 
(Sadyakova et al., 2014) 
Russia has a deep history of transplanting other cultures’ values including musical 
elements (Armstrong, 2011; Kuzub, 2010; Woodside, 1987). Now open to globalization 
as never before, Russia has its own ways of accepting some and rejecting other 
tendencies of globalization (Blum, 2008; Bokhorov, 2008; Micklina et al., 2016). The 
search for national identity is not new for a Russia that underwent many societal changes 
from Peter the Great to the last perestroika crisis (Brook, 2007; Quillen, 2010). Some 
scholars believe that Russia has its own way of combining tradition and innovation, 
accepting some new trends while keeping its unique philosophy and spirituality that is 
absorbed into the culture (Bloom, 2008; Kochtcheeva, 2010; Micklina et al., 2016).  
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CHAPTER THREE 
RUSSIAN CHORAL TRADITION 
Russian Choral Sound 
According to Miller (1977), the sound of Russian trained singers differs from the 
sound of singers of any other country: “A number of European teachers and singers 
firmly believe that a Russian School of Singing is identifiable, based on clearly 
differentiated technical emphases” (p. 111). Miller was referring to solo trained singers, 
but others make similar claims about choral schools of singing. In an interview with 
Stanton (2003), Russian-born choral conductor Kachanov, while discussing particular 
characteristics of Russian choral music, contended that non-Russian trained singers will 
face some difficulties performing Russian choral repertoire. For example, Kachanov 
stressed that the sound of a Russian choir must be particularly expressive, and the singers 
must be trained in the bel canto tradition, requiring a well-supported, mixed, even sound 
(Stanton, 2003). 
Bel canto, an Italian technique, was brought to Russia in the 18th century and had 
great influence on the developing Russian school of singing. Italian singers and vocal 
teachers staged operas and engaged Russian choirs in the performances. According to 
historical sources (Nikolʹskaya-Beregovskaya, 2003), the Russians’ choral singing was 
then at a very high level, and there was no sound equal to it outside of Russia. Kachanov 
stated, 
The basis of Russian choral sound is an absolutely sustained legato sound…. 
Everything must be based on a big well-supported sound. In Western music the 
sound frequently becomes lighter in a higher range. In Russian music it is just the 
opposite: the sound must become broader, more expansive, in the upper range. 
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These two items—legato and big sound—are fundamental to correct performance 
of this repertoire. (Stanton, 2003, paras. 7–8) 
In fact, reviews of various Russian choral concerts indicated the big volume of the 
sound; enduring legato; and rich colors in the sections, especially the basses: 
“Sufficiently rich tone and emotional interpretation to stand up to the fat sound and deep 
feeling of Russian choirs,” said Kachanov (Stanton, 2003). Berlioz noted an organ-like 
sound when he heard the Court Chapel Capella Choir (Nikolʹskaya-Beregovskaya, 2003, 
p. 61). This ability to sing long, continuous phrases; very tight legato; and special 
expressiveness stems from the folk singing tradition as well. Cantilena was a basis for 
Russian folk songs as much as for the church singing style (Manʹko, 2006). All these are 
characteristics of the Russian choral tradition that have been noted as far back as the 19th 
century. Moreover, Toms (1985) echoed these descriptions of the peculiarities of the Yale 
Russian Choir choral sound. Consistency across various descriptions of the Russian 
choral sound, supports the notion of a distinct Russian choral tradition. 
Additionally, there exists an opinion that the deep-sounding Russian basses are 
born with those qualities and that the dark sound of a Russian choir takes its root from the 
dark sound of the Slavonic language. However, while vowel formation does differ 
between languages, in classical voice training singers adjust and change the shape of their 
vowels so that national characteristics begin to fade (Nikolʹskaya-Beregovskaya, 2003). 
At an international competition in Paris in 1912, judges noted the differences in tone of 
choral basses from various countries. An assumption was made regarding those who 
could achieve the big and deep-sounding tone: “The fact was given rise to a trick of 
mouthing the tone, which lends a fictitious sense of bigness to the voices” (Rodgers, 
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1912, p. 441). Rodgers’s hypothesis was that the Russian choristers were using a special 
vocal technique that made their voices sound bigger in volume. Morozov (2008), a 
Russian doctor of biology and a professor at the Moscow Conservatory, developed a 
theory of resonance and resonant singing: He believed that the volume of the sound can 
be increased greatly by the proper use of resonators, not just by using vocal chords. He 
explained that singers can feel vibration in the head or nasal or chest spaces depending on 
which resonators are working. Morozov (2008) believed that the trachea and bronchi play 
the role of the low resonators, helping to color the voice in a certain way and adding 
volume and nobility to the sound. He claimed that famous singers such as Shalyapin, a 
Russian bass, and Lauri-Volpi, an Italian tenor, knew these resonance techniques and 
used them to become successful. By contrast, Miller (1977) indicated that the French 
vocal school does not produce as many basses and baritones because of its inclination to 
a light, nasal sound, which leads to the head and nasal resonators prevailing. 
 Dolskaya-Ackerly (2001) pointed out that Western choral performance tradition 
differs from the Russian tradition by being lighter in character, less legato with breaths 
between phrases, and focused on higher voices. One can assume that the vocal technique 
affects not only the low voices (viz., basses and altos), but also the high voices (viz., 
tenors and sopranos). Kachanov described Russian sopranos as heavier in the high 
register in comparison with Western choir sopranos (Stanton, 2003). In the German vocal 
school, “The pharynx is readily adaptable to spatial enlargement, as in the yawn” (Miller, 
1977, p. 66). Winnie (2014) explained that bel canto is the opposite of the weightier 
German opera singing, which is heavier and closer to speech, particularly in Wagner: 
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“This Wagnerian or Germanic style incorporated a more pressurized or muscular 
technique known as strauprinzip” (p. 10). It is reasonable to infer that the muscular 
Russian style of singing in tenor and bass took its beginnings from the German vocal 
tradition. The influence of this tradition perhaps explains why Saprukina (2002) referred 
to the Russian timbre color as stern and simultaneously more emotionally rich. 
The bass section plays an important role in the coloring of Russian choirs. 
Hvorostovsky, in an interview with Morozov (2009b), explained that he had been taught 
that the larynx, though lowered, should be free and not tense, as in a yawn; this makes the 
oropharyngeal cavity larger and longer, making vocal production most effective. 
Hvorostovsky also emphasized the importance of emotional painting of the words to 
better convey feelings through music; the process of singing is not just a physical 
process, but a psychic one as well. The singer’s spiritual state is very important. 
Kuznetsov (2008) confirmed with sonogram studies that various emotional states have 
effects on vocal characteristics, such as timbre, vibrato, breath, vocal onset, articulation, 
dynamics, vowel shaping, and more. 
A solemn, majestic, and noble vocal sound is essential to Russian church singing, 
which extends to the solo singing tradition as they are part of the same culture (Dolskaya-
Ackerly, 2001). Russian mezzo soprano Bogacheva talked about chest resonators in an 
interview with Morozov (2008/2009a). She believed that the chest resonator is involved 
all the time in singing and that one should not turn it off entirely. Bogacheva stated the 
chest sound should be felt as a moan sensation, and this moan sensation may contribute to 
some heaviness and a particularly dark color timbre, the color that is one of the 
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characteristics of the Russian choral sound (Morozov, 2008/2009a). The prevalence of 
head register makes the voices sound lighter in Western vocal music, while the 
prevalence of chest register in Russia adds weight and dark color to the voice. 
Additionally, the main influence on the general color of sound comes from the larynx 
position: If it is in the low position, that lengthens the vocal tract and lower frequencies 
resonate (Saprukina, 2002). Miller (1997) confirmed that the increased “room in the 
throat helps to produce a fuller, richer sound” (p. 66). Bogacheva further explained that in 
the Russian school, head resonators need to be active when singing lower notes and the 
chest resonator has to be active when singing in the upper register (Morozov, 
2008/2009a). Choir directors ask altos and basses to sing with a feeling of a full and high 
chest, to fill it with an organ-like sound, and to feel resonance in the chest and imagine 
that this is how the church bells sound (Nikolʹskaya-Beregovskaya, 2003). 
Teachers and singers use these expressions to induce certain sensations that help 
to enlarge the pharynx in order to improve it acoustically for singing. Unique images are 
employed to reach an ideal sound, and that sound and the methods of developing that 
sound differ from culture to culture. 
There are multiple descriptions in the literature that support expressiveness as a 
feature of the Russian choral style (Dolskaya-Ackerly, 2001; Johnson, 1978; Kazantseva, 
2012; Oestreich, 2005; Sokol, 1965; Vozzella, 2015; Weinert, 2012). Johnson (1978), 
who had been a choral singer in the Yale Russian Chorus for many years, wrote, “There 
is a special kind of emotionalism that musicians from Eastern Europe can bring to the 
repertoire of Western Europe” (p. 113). He summarized all the unique features of this 
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group, mentioning the special emotional state, which characterizes the Russian choral 
tradition: “In choral terms this translates into a pitch range, a dynamic range, and 
emotional range” (p. 113). Describing how Russians achieve these, he said, “Technically 
it has to do with making the loud parts particularly loud, making the soft parts 
particularly soft, adding as many nuances in between as one can honestly feel, and going 
for unusual colors whenever they seem appropriate” (p. 114). Especially when speaking 
about the founder and conductor of the Yale Russian Chorus, Denis Mickiewicz, Johnson 
said,  
He learned how to shock everyone into shouting out particular passages with a 
rough passion that would never have been acceptable in a proper American choir, 
and how to hush everything down to a mere whisper that the audience could 
barely hear. (p. 114) 
The expressiveness and the emphasis on individual voices to create a bright tapestry 
effect are also features of many Russian choirs (Oestreich, 2005).  
Russian Choral Sound and Choral Methods 
Investigations of the history of the Russian choral singing tradition indicated that 
Russian Orthodox church singing was the foundation of the Russian choral sound (Wall, 
2009). To illustrate this point, Dolskaya-Ackerly (2001) explored the historical and social 
traits of the choirs in order to understand what makes Russian sacred choral music sound 
so unique. She emphasized that Russian sacred singing is closely linked to the Russian 
Orthodox liturgy, in which the emotional state of the performing choir is extremely 
important. For instance, the 16th-century Novgorod master of singing Markvel 
Bezborodui set the psalter to music. His choir sang warm-ups and vocalises during 
practice and worked within a spiritual context to develop the necessary expressiveness 
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and imagination. His psalter was used to teach singing according to the Moscow religious 
council’s resolution. Another master of singing, Opekalov, whose first name remains 
unknown, was famous for using various timbre colors to create a palette of various 
moods in music. Opekalov used folk melodic turns imitating a mother’s lament in his 
“Priidite, yblazhim Iosifa” [Come, Saint Joseph] (Saprukina, 2002). 
Choral music in every country evolved from church singing and from religious 
chants, which existed since antiquity. However, church music varies greatly among 
nations. For instance, the Western pattern of choral music, which arrived in America with 
its first immigrants, differs from traditions cultivated in Russia for centuries. Judeo-
Christian psalms and masses are built on short phrases connected (or disconnected) by 
numerous pauses or fermatas allowing singers to breathe frequently. In contrast, Russian 
church music takes its beginning from Orthodox chants and Znamennui rospev (Wall, 
2009), the main characteristic of which are long and smooth phrases that must be sung on 
a well-controlled breath to achieve those seamless and endless characteristics that were 
noted as Russian style of singing by Berlioz (as cited in Dolskaya-Ackerly, 2001, p. 11). 
Those traditions were later incorporated into sacred choral concerts, which flourished in 
Russia beginning in the 18th century. The most prominent feature of Russian sacred 
singing according to Dolskaya-Ackerly (2001) is 
Torzhestvennostʹ [solemnity]. Torzhestvennostʹ is an integral component of 
Russian Orthodox spirituality. It means being uplifted, elevated and ennobled by 
the Word…. Its roots lie in the holy text itself, as well as in the artistic eloquence 
with which it is to be interpreted. In singing, it does not entail a loud, aggressive, 
fanfare-like sound characteristic of secular celebration, but a harmonious, long-
winded seamlessness, with a full, rich sound-majestic, solemn, noble and beyond 
man. (p. 16) 
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Dolskaya-Ackerly explained that in order to reach this state of solemnity and majesty, all 
voices of the choir merge their tonal diversity, rather than duplicate the individual parts, 
for volume and resonance. This linear approach helped to gradually acclimate the voices 
to create a smooth and seamless sound cultivated over the course of centuries. Explaining 
this from the historical and spiritual point of view, she concluded that Russian choirs now 
possess qualities such as seamless legato articulation, rich resonance, and prominent bass 
sections. Stuhr-Rommereim (1993) emphasized that Russian choral tone is characterized 
by a deep bass sound that extends the range and colorful vocal palette of the choir. Most 
importantly, there is a special manner of singing based on deep spiritual understanding of 
the texts and is reflected in the performance style. 
Russian Compositional School 
With the arrival of Western musical tradition, Russian composers discovered and 
began experimenting with new forms of composition and new compositional techniques. 
It affected them similarly to how the Byzantine culture had previously influenced the 
Kievan singing tradition. However, Russian composers did not merely imitate; rather, 
they created their own unique form of art using folk melodies and language intonations. 
They creatively changed what was brought from other lands (Manʹko, 2006). They 
accepted the base of Western harmony but kept the second voice and Russian polyphony 
(vtora and podgolosochnaya). For the sake of experimenting, they combined various 
types of choirs to create a more complex score, approaching the arrangement as 
orchestral in terms of using the timbre colors. At the composers’ disposal were various 
types of choir from mixed to all male in those times. Morosan (1986, p. 63) stated it is 
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not clear exactly when the boys’ voices entered the choirs. Peter the Great’s (1672–1725) 
choir consisted of all males, but for some occasions boys were added. The boys (soprano 
and alto voices) sang with adult males in order to perform Western-style part songs. 
Moreover, Russian servant and peasant girls also sang in the choirs (especially in the 
private ones). However, Ivan the Terrible (1533–1547), who had lived much earlier, had 
already had the choir in which young singers were listed alongside the adults 
(Nikolʹskaya-Beregovskaya, 2003). In 1738, the choral school in Gluchov accepted the 
boys. Having all vocal ranges at their disposal composers created 12-part choral 
compositions to compensate for the absence of orchestral accompaniment. In some 
scores, it is voice parts imitating instrumental accompaniment using arpeggios or 
pizzicatos. Composers could also change the functions of the voices. For instance, the 
tenor stopped being the main leading voice while the descant picked up the part (Batyuk, 
1999). A choir could be divided into various sections, a kind of color palette from which 
the composer could select what was needed (Saprukina, 2002). 
More opportunities arose in art, theater, and opera at the end of the 18th century, 
which allowed composers to experiment with new uses of choral singing. Timbre became 
an important part of a dramatic character, and composers used creative ways of writing 
for the choir and soloists, often using the solo as a lead and the choir as a response (a 
principle based in Russian folk tradition). For certain scenes, the bass choir alone might 
suffice. More elaborate and detailed expressive markings appeared in the sheet music, 
such as sad or indignant. The golden era of choral singing came with such composers as 
Taneev, Rachmaninov, Tchaikovsky, Chesnokov, and Kastalski.  
  
50 
The most peculiar feature of Russian choral singing was raspevnostʹ (similar to 
cantilena), which was based on folk melodies and long vocal phrases. In order to sing 
choral compositions, singers trained for hours during workshops where they were 
expected to develop the technique of staggered breathing, strong stamina, and extremely 
sustained legato. It is important to trace to its origin the method of teaching the seamless 
sustained legato sound, invented by one of the most influential composers and vocal 
teachers, Alexander Varlamov. His approach involved singing a long note on a vowel 
while subdividing it, splitting it into many small pulsations without interruption or rests. 
According to some descriptions, this is called “inner subdivisions” (Morosan, 1986). 
Varlamov proposed that singers sing in this way for as long as the breath could support 
them. Simultaneously, he would direct singers to make crescendos and diminuendos. 
Using this technique, he was able to achieve a supported, full, and rich sound, perceived 
by the audience as one continuous rich tone. Simultaneously, he met his goals to develop 
good breath support, dynamic flexibility, and rhythmical precision. There is a possibility 
that this method was borrowed from Bortnyanski, whose choir was famous for producing 
a so-called organ sound—rich, smooth, and full. While Morosan (1986) believed that 
Varlamov’s published voice teaching method was designed for an already trained singer, 
I doubt this since trained singers have no need to start from “primary tones,” but can 
already sing complicated exercises. It seems more likely to me that Varlamov’s book 
included systematically developed exercises, from easy to highly elaborate, to develop a 
singing voice. Varlamov not only published his own method of teaching singing, The 
Complete School of Singing, but also composed romances that became a repertoire for 
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voice students (Reshetnikova, 2009). Varlamov focused on the medium and comfortable 
range and his compositions reflected various types of Russian folk song melodies. “The 
tunefulness and melodism commonly referred to as cantilena in Russian sources inherent 
in the Russian lyric folk song may have served as a common ground with the Italian bel 
canto style” (Morosan, 1986, p. 131). 
Another famous chorus director, Pigrov, favored singing with mouth closed, using 
pulsation (Nikolʹskaya-Beregovskaya, 2003). It is important to stress that this method is 
still used in choir training. Such prominent conductors of the 20th century as 
Svechniklov, Semenuk, and Tevlin used this technique in their rehearsals (Saprukina, 
2002). According to Reshetnikova (2009), Varlamov also advocated for starting singers’ 
training from primary tones that were closer to their speaking ranges. 
The father of the Russian national opera, Mikhail Glinka, developed his own 
method of voice training and composed his own vocal exercises. He taught natural voice 
production, a cappella warm-ups in various modes he composed himself, and lyrical long 
lines that came from folk songs (Nikolʹskaya-Beregovskaya, 2003). The main idea was to 
start voice training in the speaking ranges of the students’ voices. Singers use a lot of 
chest resonance in this part of the range (Morozov, 2008/2009a). Glinka suggested that 
the teacher use this as an example of what the sound should be and develop the rest of the 
vocal range of the student accordingly. The upper register then becomes thicker, fuller, 
and heavier. This corresponds with Kachanov’s notion that Russian choristers, especially 
the women, sound thicker and bigger in the top register when compared with American 
choristers (Stanton, 2003). It is interesting to note that when Minin, a prominent 
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Moscow-based choral conductor, worked with an American choir made of professional 
singers, replicating a choral sound was difficult for reasons of both technique and 
conception; their choral sound was too thin and shallow for his taste (Stuhr-Rommereim, 
1993).  
Great conductors, many of whom taught at the Moscow Conservatory or led 
famous choirs, have contributed to the development of Russian choral methods. 
Chesnokov was a prominent Russian composer, conductor, and teacher. He directed 
various choirs and taught at the Moscow Conservatory, where he developed a special 
course called Khorovedenie (leading the choir). He was the first to attempt to systematize 
the art of conducting and understanding the choir (Morosan, 1986). In his work Choir 
and How to Direct It, Chesnokov (1961) described the choral tone he believed should be 
cultivated. He preferred deep and covered voices, with sound directed toward the soft 
palate. Even though he was aware the soft palate does not resonate well, he explained that 
sound directed toward the hard palate is too bright and sharp; he called it a white sound. 
Many more choral methods were published in the 20th century: Two important ones were 
Directing the Choir, by Pigrov, and Theory and Practice of Working With the Choir, by 
Egorov. According to Nikolʹskaya-Beregovskaya (2003), Demianov, like Glinka, 
believed that, especially in the beginning of vocal training, singers should work in their 
primarnaya zona, or primary zone, which is the small, comfortable range near the 
speaking range. In order to find a comfortable zone for inexperienced voices conductors 
could transpose a choral piece and study it in a more comfortable key. The goal was to 
learn the material in a comfortable tessitura and then to transpose it back. Demianov 
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preferred a covered and rounded sound for his choir. Even while singing in a high 
tessitura, he insisted the choir use their chest registers; but he warned them not to push 
the sound too much (Nikolʹskaya-Beregovskaya, 2003). Prominent choral director 
Danilin meticulously auditioned singers, checking their working range and timbres. He 
trained the choir to sing in modes rather than traditional keys—opera singers had 
difficulty performing with the choir because they could not tune to the choir. Danilin 
trained the singers to sing a capella repertoire, and they could sharpen or lower the 
intonation by a quarter tone if required (Nikolʹskaya-Beregovskaya, 2005).  
Foreign Musicians in Russia and Their Influences 
Although the Russian choral school has deep roots in sacred Russian Orthodox 
singing and in the folk tradition, foreign vocal schools, in particular the Italian and the 
German schools, influenced it as well (Ritzarev, 2006/2016). In the 1730s, Italian 
musicians staged opera performances on Russian stages and engaged Russian choirs to 
perform, introducing Italian vocal music to Russians (Drobishevskaya, 2013). 
The performances were extremely successful, in part because the Russian choirs 
were regarded as excellent. The first opera sung in Russian was staged in 1755; the solo 
roles, performed by children from the Court Capella Choir, required high levels of 
musicianship and vocal training. The St. Petersburg News noted the excellent 
performance quality of the choir of 50 select singers (Lokshin, 1963). Foreign musicians 
in Russia commented that they could find nothing similar abroad (Nikolʹskaya-
Beregovskaya, 2003; Dolskaya-Ackerly, 2001). Children in Russia had ready access to 
church singing schools. The most talented singers from these schools went on to study 
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with Italian masters at the Court Chapel Capella, which was initially based in Moscow 
and later moved to St. Petersburg (Armstrong, 2011). 
Italian composer Galuppi, director of the Court Chapel Capella in the 1760s, 
composed a number of choir pieces that called for high levels of musicianship and strong 
vocal skills to perform. Manfredini, an Italian composer, harpsichordist, and music 
theorist, came to Moscow following his brother, Giuseppe, a castrato. His seminal work, 
Harmony Melodic Rules for Studying Music, focused on voice training and singing 
without accompaniment. Nikolʹskaya-Beregovskaya (2003) believed the Russian vocal 
school influenced his teaching preferences. Manfredini, like Glinka and Demianov, also 
believed singing in the middle register was the most comfortable and least harmful for the 
voice. According to Drobishevskaya (2013, p. 64), Manfredini in his vocal method book 
Harmonic and Melodic Rules for Teaching All Music describes not only the basics of 
Italian vocal methods and techniques, but also his observations of Russian vocal method 
approach such as teaching singing without accompaniment and in a middle register. 
Nikolʹskaya-Beregovskaya (2003) noted that the western vocal teachers did not use that 
approach. In contrast to the Russian practice of long, sustained phrases with full breath 
support and staggered breathing, Manfredini recommended breathing often. Italian 
masters of singing offered systematic training and broadened native singers’ musical 
horizons (Armstrong, 2011; Sladkopevets, 2015). Manfredini’s book is the only source 
available from the past that can shed some light on the actual vocal training brought over 
by the Italians (Drobishevskaya, 2013). 
Research about German musicians in Russia began in the 1980s, as much 
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information had been suppressed in the repression of Germans following World War II. 
According to Armstrong (2011), a period of strong German influence followed the Italian 
period in Russia. The famous organ sound of the Russian choir was perhaps created as a 
result of the existence in Moscow of many Protestant churches with organs. The Bonne 
Institute lists about 200 names of German musicians who lived in Moscow alone (Petri, 
2005). Of them, about 100 were composers, teachers, and performers. Unlike the Italians 
and the French, Germans resided in Russia for over two centuries. There were villages, 
towns, and areas where Germans lived ever since they immigrated at the end of the 17th 
century, bringing European traditions to a country that had had minimal contact with 
Europe. The Lutheran Church in Moscow employed a choir (including boys) and 
possessed an organ; it hired its pastors from Europe from the 17th through the 19th 
centuries. Moscow residents often visited the church to listen to the novel harmony 
singing and instruments, musical elements not found in the Russian Orthodox Church. 
Centuries of influence from Italian and German performers and teachers led to the 
current understanding of the Russian choral sound, which is a combination of traditional 
Russian Orthodox chant, Italian bel canto technique, and German harmony and 
instrumentation (Dunlop, 2013, Sladkopevets, 2015). 
Professional and Amateur Choirs in Russia 
Russian choral singing is an ancient tradition. However, before the appearance of 
musical notation, songs were transmitted orally from one generation to another. At its 
start, musical notation mostly supported church music; folk songs were still transmitted 
orally. The development of professional choral singing in Russia is thus tightly connected 
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with church music. Many literary monuments of ancient Russia, such as The Legend of 
Vasily Buslaev and the resolutions of the 15th-century Sobor (religious council), mention 
choral singing. The earliest information regarding professional choirs is from the 13th 
century: In 1274, the decision was made that only specially trained singers would sing at 
the liturgy (Lokshin, 1963). So children could sing at services, school subjects included 
choral singing along with math and writing. Along with master teachers of grammar and 
literature, there were master teachers of choral singing (Parfentjev, 2015). In the 14th 
century, Prince Ivan II established the famous Tsar’s Singing Deacons Choir in Moscow 
(this choir is now called the St. Petersburg State Capella Choir). It became the first 
professional choir in Russia and moved in 1703 to St. Petersburg shortly after it became 
the new capital of Russia. In 1721, another important choir in Russian choral history was 
founded: the Patriarchal Choir of Singing Sextons (now the Moscow Synodal Choir). The 
choir went through several transformations and was known as the cathedral choir when it 
was attached to the Cathedral of the Assumption in the Kremlin. After the establishment 
of the Holy Synod it was transferred to that congregation. Many of its graduates became 
famous composers, choral conductors, and singers. The first professional choirs sang 
during liturgy and for the Tsar’s entertainment. 
In the 17th century, it was very common for nobility to establish choirs and 
orchestras on their estates; Peter the Great’s reforms fostered cultural development as part 
of Russia’s modernization. In addition to the State-funded choirs, nobility organized and 
supported many flourishing private choirs. Choirs founded by Count Sheremetiev and 
Count Golytsin in the middle of the 17th century were most prominent (Nikolʹskaya-
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Beregovskaya, 2003). Various institutions, including military schools, also established 
their own choirs. At the end of the 19th and the beginning of the 20th century the number 
of privately organized choirs grew, and for the most part they were founded and 
supported by rich merchants. However, their mastery level was not high. Moscow, St. 
Petersburg, and Novgorod were known as centers of choral culture. The Novgorod school 
of singing dates to as early as the 16th century. There are at least two names of 
Novgorod-based master singers and their brief descriptions of their teaching approaches 
(Manʹko, 2006; Vladishevskaya, 2006). Nikolʹskaya-Beregovskaya (2003) also pointed to 
Opekalov’s 16th-century compositions in which he used a contrast of timbres as modes 
of developing expressiveness in the music material. The Moscow and Novgorod schools 
of singing had some similarities as well as differences. Ivan Shaidurov, Novgorod’s 
master of singing, developed soglasiya, or church modes; he systematized all of the 
existing Russian music systems and presented them as one sequential phenomenon. 
Folk and gypsy choirs appeared in the 19th century. Gypsy choirs incorporated 
folk songs into their repertoire, and they were famous for highly expressive, good-quality 
performances. Besides Russian folk songs, the choirs performed songs and romances by 
Alyabiev, Varlamov, Gurilev, and Bulachov. From the end of the 19th to the beginning of 
the 20th century, choirs of workers and students began to flourish. The Free Music 
School, for instance, had a choir of factory workers and students directed by G.Y. 
Lomakin (Rogacheva, 2013). In the city of Permʹ, Gorodtzov organized choirs, music 
libraries, and professional development courses for choir directors. About 2,000 people 
took these courses. The St. Petersburg Conservatory offered free choral singing classes, 
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as did the Russian Music Society and the Choral Society. Choral art was extremely 
popular and reached the masses, and some of these amateur choirs sang at a very high 
level. For instance, the workers’ choir at the Prechistenka Night School for Workers in 
Moscow performed a number of quite difficult a capella pieces. Taneev, famous for his 
polyphonic writing, dedicated many of his a capella pieces to this choir. Moscow 
universities had choirs for their students, a tradition that still exists.  
The St. Petersburg Choral Society was founded in 1872, and the Moscow Choral 
Society was founded in 1878. Composers such as Tchaikovsky, Rubinstein, Ippolitov-
Ivanov, and Arensky worked closely, though informally, with these organizations. 
Archangelsky, a prolific composer who wrote many sacred compositions as well as folk 
song arrangements, founded a choir in St. Petersburg to perform his own works in 
addition to classical choral pieces and works of contemporary composers. He served as a 
regent for the church as well and was one of the very first conductors to employ women’s 
voices instead of boys’ in the church choir.  
The Oldest Professional Choirs in Russia 
The Tsar’s Singing Deacons choir was founded in the 15th century and 
represented the best choral singing during the 16th, 17th, and the beginning of the 18th 
centuries. Professional activities of this choir for this period are not very well known, 
however, except that the choir grew from 35 singers to 50 or 60 and later up to 100, 
including young students recruited from a variety of geographical regions (Zingarenko, 
2008). 
Church singing schools were fairly accessible and therefore provided a sizeable 
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pool of young singers. One such choral school was founded in the town of Gluchov, 
where young singers were taught various music subjects. Many of these boys became 
professional musicians and famous conductors. Two names stand out: Bortnyanski and 
Berezovski. Under the direction of Bortnyanski, the Court Chapel Choir was especially 
successful. Two choirs were formed under those auspices: one for singing the a cappella 
repertoire and another for opera productions. Bortnyanski incorporated his own method 
of teaching singing: He concentrated on dynamics, tempos, and articulation. He used 
slow and supported singing in the middle register, characteristics of liturgical singing 
ranges, and the rehearsals were three hours daily. The choir was split into smaller groups 
but not sections, with various voices represented in each group. The singers were trained 
in solo singing as well. It was Bortnyanski who first developed the organ-like sound of 
the choir. He was aware of various vocal methods and borrowed some from the French 
vocal school, in particular exercises to work on dynamic flexibility of the voice. The 
young singers also had instrumental lessons, music theory, acting, and arithmetic. Special 
attention was given to bass voices. Those singers were carefully trained, and meticulous 
work was done to expand their voice ranges up to two octaves (Nikolʹskaya-
Beregovskaya, 2003). 
Bortnyansky’s students, after graduating, spread his method of choir training 
throughout the country. The choir’s performances became independent from opera 
performances. Because the choir did not participate in opera performances anymore, an 
operatic choir was founded in 1800 in St. Petersburg to support theatre. In the 19th 
century, the Court Capella started a tradition of performances of major choral forms; the 
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choir sang Haydn’s Creation, Mozart’s Requiem, and Beethoven’s Missa Solemnis 
(Drobishevskaya, 2013). Bortnyansky also directed choirs for the Cadet Corps, the 
Smolʹny Institute, and other schools. Often, the Court Capella combined forces with those 
choirs to perform at a concert. 
The Court Capella’s next director, Lvov, had a negative influence on the tradition 
of the choir. For example, it was he who began to expel singers whose voices started to 
change: The singers’ life conditions were unsatisfactory. His focus was not on the quality 
and expressiveness of singing, rather he focused on precise intonation. However, he 
insisted that all boys be taught to play an instrument, which provided them with a more 
secure profession. From 1836 to 1837, there were 43 men and 60 boys in the choir. In 
1837, Glinka became the new director. He paid special attention to music literacy, pure 
intonation, and voice training. To enrich the choir with more talented voices, he traveled 
to Ukraine to select new young singers. At the end of the 19th century, Count 
Sheremetiev, and subsequently Rimsky-Korsakov and Balakirev, directed the choir, 
which had suffered much under Lvov’s direction. The repertoire of subjects taught was 
enlarged, corporal punishments diminished, and the overall wellbeing of the boys 
improved. Rimsky-Korsakov opened an orchestra class, often bringing in his own 
compositions to be performed for the first time. First-rate professional musicians began 
teaching at the Court Choir, raising its overall educational level. Another important class 
was dedicated to regent art; its graduates would later disperse throughout Russia to 
become regents at various churches. At the end of the 19th century, other prominent 
Russian composers became heads of the Court Choir: first Arensky, then Smolensky, and 
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at the beginning of the 20th century Klimov. The choir was later known as the Leningrad 
Academic Capella. 
The Moscow Synodal Choir was the main performing choir at the Moscow Synod 
School that prepared future regents (church music directors), voice teachers, and choir 
singers (Dunlop, 2013). The leading directors of this famous school were Smolensky, 
Kastalsky, and Orlov. Orlov built a sequential choral curriculum starting with young 
choristers and continuing to adults. Solfège, harmony, reading of choral scores at the 
piano, conducting, ensemble playing, and orchestra class were all subjects tightly 
connected by a choral repertoire, which the students explored through various lenses. 
Special attention was given to voice training: Each student in the ninth year of study had 
individual 20-minute voice lessons twice a week. Even young children, starting in the 
second grade, had at least one hour of choral practice each day. Older students served as 
apprentices by observing and working with younger students. Special attention was given 
to teaching the Russian vocal tradition, the cantilena characteristic of the Russian folk 
song. They also performed the old Znamennui rospev with its endless, seamless phrases, 
free of foreign influences. The choir sang the best of Russian and Western music 
including works by Palestrina; Lasso; Bach; Mozart; and Russian composers, such as 
Taneev, Tchaikovsky, Rimski-Korsakov, Rachmaninov, Kastalsky, Chesnokov, and 
others. The best choral compositions of Kastalsky, Chesnokov, and Kalinnikov owe their 
existence to these composers’ collaborations with the choir. The choir’s concert in 
Vienna in 1896 received excellent reviews: Critics wrote that there was no choir equal to 
that of the Russian Court Choir Capella (Lokshin, 1963). 
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Meanwhile, Orlov and Smolensky gradually transformed the choir into a Higher 
Special Choral School. They did not live to see school become a reality but starting in 
1910, the curriculum rivaled that of regular colleges. It included solfège; harmony; 
counterpoint; music form and analysis; pedagogy of singing; music history; art history; 
choral score reading; conducting; voice training; and instrumental training on the piano, 
violin, or cello. Even this brief survey demonstrates how seriously choral education was 
regarded (Zingarenko, 2008). In the late 19th century, the school started to explore 
secular and folk music. The curriculum later included formal study of folk music, which 
was highly progressive considering the school was under the supervision of the Holy 
Synod (Dunlop, 2013). 
However, the explanation for offering this class was that even church singing was 
often based on folk elements, whose modes are also used in music dictations in solfège 
classes. Choral music of such composers as Tchaikovsky and Cue were included in 
curricula. Graduates of the specialized school went on to become school choir teachers, 
regents, and choir directors. The best Moscow composers and musicians taught at the 
school: Kalinninkov, Ippolotov-Ivanov, Orlov, Metner, and others. 
The Contemporary Choral Scene 
Nikolʹskaya-Beregovskaya (2003) provided a brief description of Russia’s 
contemporary choral scene. However, her observations were narrow in scope: She 
presented four professional choirs from St. Petersburg and Moscow but no description of, 
or focus on, the choral sound itself. The author mostly provided information on choir 
directors and their goals; how each envisioned what the choir should be as a concert unit; 
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the nature of the repertoire; interpretations of major choral forms; presence of theatrical 
staging; and in some cases, if they present a particular interest, the choral conducting 
gestures themselves. However, Nikolʹskaya-Beregovskaya (2003) made an interesting 
remark regarding the use of Glinka’s vocal method by the Republic Choir Capella: 
Yurlov, the director, preferred Glinka’s method of treating long notes using inner 
subdivisions instead of crescendos. Nikolʹskaya-Beregovskaya (2003) described another 
choral ensemble, comprising 16 professional singers, as being capable of doing extreme 
dynamic changes seemingly easily. Nikolʹskaya-Beregovskaya’s (2003) study revealed 
that choirs participate extensively in the international festivals and competitions; 
however, there is no insight on how this level of exposure affected the choirs’ self-
perceptions and the choral sound they practice and produce. 
Contemporary Russian composers have introduced techniques and compositional 
styles that require clean intonation and the ability to transition from one register to 
another quickly and smoothly. Some compositions include speaking lines for the choir 
that call for yet another technique. These new and emerging compositional techniques 
present challenges for the choirs, making it necessary to help singers by developing and 
incorporating new vocal choral exercises (Tevlin, 1979). 
The remaining sections in this chapter describe several choral groups in Moscow 
that are an important part of Moscow’s cultural and musical life. They are perhaps the 
most well-known and respected choirs. 
The Chamber Choir of the Moscow Conservatory. The Chamber Choir of the 
Moscow Conservatory was a pioneering ensemble that performed contemporary 
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composers’ works regularly. They began building their repertoire of contemporary choral 
pieces around 1975, starting with Sidelʹnikov’s compositions. Sidelʹnikov’s orchestral 
style makes the music extremely difficult for choirs to perform (one of his pieces, for 
example, calls for voices to imitate a guitar). These compositional techniques were 
radically different from those used in the music of Soviet composers, which the Chamber 
Choir had performed previously. The contemporary performances were a success, 
however, and the choir began collaborating with various composers to perform more new 
choral compositions.  
Schedrin composed numerous a cappella choral pieces, which the Chamber Choir 
of the Moscow Conservatory often premiered and performed. His compositional 
techniques employed highly difficult melodic turns, polyrhythms, wide vocal ranges, and 
vocal effects that require new vocal techniques from the singers. For example, Schedrin’s 
choral writing included such unusual effects as performing tremolo, closing and opening 
the mouth with a hand, dynamic shifts from pianississimo to fortississimo (ppp to fff) on 
one sound, sing-screaming, glissandi from one chord to another, echo effects, 
reverberation, and body percussion. His music, though, was closely linked with the style 
of ancient Russian chants: The inner voices had the theme and he used choral pedals 
(Batyuk, 1999). 
Tevlin, the founder of the Chamber Choir of the Moscow Conservatory, used to 
say that contemporary music is many-sided: there are choral compositions that continue 
traditions of the past and are classically oriented (Batyuk, 1999). For example, he 
mentioned the music of Sviridov, which is very harmonic in texture and where the human 
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voice serves as the main instrument. The second direction is the Orthodox choral music, 
which appeared on the concert stage in the 1980s; representatives are the finest a cappella 
pieces by Sidelnikov, Schnittke, and Schedrin. Another direction is choral compositions 
based on the Russian folk heritage, in which one can clearly hear the cantilena, lament, 
and long lines. And finally, there is the music of the end of the 20th century, with its 
focus on sonority, dissonant chords, free chromatic lines, rhythmic pulsations, and often 
contrasting vocal techniques such as classical and folk. Composers of the Moscow 
Conservatory School at the vanguard of this direction included Denisov, Schedrin, 
Schnittke, and Gubaidulina, who were preceded by Stravinsky, Scriabin, and Prokofiev.  
Requiem and Doctor Faustus, by Schnittke, became staples of the repertoire for 
the Chamber Choir of the Moscow Conservatory. His Requiem, astoundingly, was 
performed in 1977, at a time when his music was effectively banned by the state. As a 
friend of Schnittke’s, Tevlin provided an outlet for Three Sacred Choruses and the 
Choral Concerto, which was originally written as one chorus but, after great performance 
success, expanded into three more parts and dedicated by Schnittke to Tevlin’s choir. 
This is an example of how the composer–performer collaboration fostered artistic 
creativity. The genre of the choral concerto goes back as far as Bortnyanski, appearing 
again in the 20th century in the output of such composers as Larin, Volkov, and Genin. 
Contemporary composers are synthesizing and exploring new dramatic genres such as the 
Russian Passion (Paisov, 2004). These new, reformulated genres are not as structurally 
organized as the original Baroque ones; there is more variability in form and length. 
Unlike the old concertos which were set to religious texts, the 20th-century concertos 
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draw on a broader range of literary sources. For instance, a concerto composed by 
Sidelnikov cannot be sung at liturgy as a whole because its different parts are set to texts 
from a variety of religious points of view. It may be difficult to believe that in 1979 
performances of Orthodox sacred music were prohibited, and Rubin composed his 
concerto for soprano, flute, choir, and harp while avoiding the religious text. 
Nevertheless, his musical language was based on Znamennyi raspev. Sidelnikov 
composed his Sacred Concerto in 1990 as a four-part cycle based on confessional prayer 
chants. In this, Sidelnikov continued the tradition of Tchaikovsky and Rachmaninov: one 
can hear lament expressions in melodic turns while the dynamics and the development of 
musical material echoed the compositions of the great masters (Paisov, 2004).  
Teperʹ vsegda snega (Now Always Snow), by Sofia Gubaidulina, was composed 
for a chamber choir and chamber ensemble. The piece called for many vocal techniques 
unusual for classically trained singers, such as singing with breath; whispering; speaking 
parts; and sprechgesang, which indicates approximate pitch or does not indicate pitch at 
all. Gubaidulina symbolized each technique in its own way in the score and indicated the 
formation for the choir and ensemble. Her writing is very sensitive to the text word-
painting images, feelings, and colorings. Nevertheless, the vocal lines are linear, 
indicating a link to the ancient singing traditions, and some parts are characterized by 
polyphonic writing. There is a variety of difficult rhythmic patterns as well. The Chamber 
Choir of the Moscow Conservatory and the Studio of New Music gave the Russian 
premiere of this piece in 1995. 
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Yurlov Russian State Academic Choir. The Yurlov State Academic Choir was 
formed in the 20th century. In 1910, Rampa I Zhiznʹ, a Russian magazine, published a 
review of a concert given by the choir under the direction of its founder Yukhov, a regent 
who sang in the Synodal Choir (Yurlov State Capella, n.d.). The choir started out as a 
small family ensemble and grew into a big, popular Moscow chorus. During World War 
II, they gave performances at Moscow hospitals and military bases. Several conductors 
led the choir until Yurlov become its director. His legacy lasted for 15 years, and during 
those years the choir achieved a high performance level and participated in numerous 
concerts, festivals, and collaborations. Yurlov developed an outreach program that did 
not exist before as the choir would give concerts at factories and construction sites. He 
expanded the repertoire from folk songs and major Western forms to Stravinsky, 
Schnittke, and Schedrin. Notably, the choir collaborated with Shostakovich, performing 
his Execution of Stepan Razin as well as the 13th Symphony. The singers premiered 
many choral pieces by Sviridov. Yurlov also revived Russian sacred repertoire. After 
Yurlov’s death, the choir was renamed after him. Today the choir performs repertoire 
from various genres, and their website lists repertoire under several categories, such as 
choral pieces for mixed choir a cappella, Russian large choral forms, choral cycles, 
Russian folk songs, Western cantatas and oratorios, Great War songs, pop music, and 
movie soundtracks (Yurlov State Capella, n.d.). Today, the Yurlov Russian State 
Academic Choir continues to give numerous concerts, participate in festivals, and tour 
abroad under the leadership of Dmitryak. The singers of the choir are professional 
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vocalists and choral conductors; they have an 8-hour work day, which consists of 4 hours 
of rehearsals and 4 hours of personal preparation. 
Masters of Choral Singing. Sveshnikov founded the Grand choir in 1928, and 
the other prominent choral directors lead the choir after the founder. Lev Kontorovich has 
lead the choir since 2005 and continues the traditions of his predecessors. The choir’s 
name, Masters of Choral Singing, emphasizes the professional level of its choir members- 
vocalists. The choir specializes in operas, oratorios, cantatas Russian and foreign 
composers, a cappella works, folk songs, and sacred music. They have won prizes at 
various international competitions (e.g., Grand Prix competition of recordings in Paris, 
the Gold Medal in Valencia), premiered works of contemporary composers, collaborated 
with Russian and foreign conductors (e.g., Svetlanov, Rostropovich, Spivakov, Kitaenko, 
Fedoseev, Rilling, Rozhdestvensky, Dzedda, and Morrikone). The choir has also 
presented multiple concerts abroad, in countries such as Italy, France, Germany, Israel, 
Bulgaria, the former Czechoslovakia, Japan, South Korea, Qatar, and Indonesia. 
Moscow State Academic Chamber Choir. The Moscow State Academic 
Chamber Choir was another professional choir launched in Moscow in the 20th century. 
Vladimir Minin, the director at the time of this study, founded this choir in 1972. Abroad, 
it was known as Minin’s Choir. The choir had been famous for reviving sacred choral 
music by Rachmaninov, Tchaikovsky, Chesnokov, Gretchaninov, and Kastalsky. Minin’s 
initial idea was to create a choir of individual voices, a goal he successfully achieved 
(Nikolʹskaya-Beregovskaya, 2003). Works by contemporary composers and Soviet 
composers, folk music, and major works by Western composers comprised the choir’s 
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repertoire. The choir had two conductor assistants and was subsidized by the state. It 
rehearsed on a daily basis, and the singers’ 8-hour work day included both the daily 
rehearsals and time for self-preparation. Staff and singers were salaried. 
State Symphony Capella of Russia. In the 1990s the USSR State Chamber 
Choir merged with the USSR Ministry of Culture Symphony Orchestra to become the 
State Symphony Capella of Russia, which was under the direction of Valery Polyansky. 
In 1975, the Chamber Choir became the first choir from Russia to be awarded a gold 
medal at the Guido d’Arezzo, an international competition based in Italy, and its 
conductor received a special prize for the best conductor at the competition (State 
Symphony Capella of Russia, n.d.). The group recorded classical music and Soviet 
music, including music by contemporary composers. Today the choir has shifted its focus 
from chamber music to large choral works, and most of the repertoire is in large choral 
form or concert performances of operas. Singers of the choir are professional vocalists 
and choral conductors and have 4-hour rehearsal each weekday. There were four 
conductor assistants as well as an accompanist on the staff. The choir’s concert activity 
was extensive, and it provided orchestral accompaniment for the Tchaikovsky 
International Competition and accompanied the Moscow Autumn choral festival. Most 
recently, the choir had been working in a new genre: concert performance of operas, both 
Western and lesser-known Russian works. 
The State Academic Russian Choir. The State Academic Russian Choir, with 
Evgeny Volkov as the artistic director, was founded in 1936 and named the State Choir of 
the USSR. Nikolai Danilin and Alexander Sveshnikov became its first choral conductors 
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and leaders. From 2008 to 2012 the State Choir was led by Boris Tevlin. Tevlin brought 
back the tradition established by his teacher Sveshnikov. The choir sang large choral 
forms in collaboration with orchestras; participated in operas; presented one-composer 
evenings; and performed contemporary music, War songs, and Russian and Western 
sacred music. The State Choir toured in many countries, among them Britain, France, 
Japan, Poland, Baltic countries, and Georgia. The choir singers rehearsed 5 days per 
week for 8 hours each day. The singers of the choir were professional vocalists and 
choral conductors. 
Intrada. Intrada (n.d.) is a relatively young ensemble, founded in 2006 by Ekaterina 
Antonenko, who is a Russian born and educated choral conductor. Antonenko also studied 
abroad in Germany and took numerous master classes with foreign musicians such as Frieder 
Bernius, Marc Minkowski and Hans-Christoph Rademann. Her choir specializes in historical 
performance style of European music, however, their repertoire includes and Russian music 
as well. Antonenko collaborates with European choral artists such as The Tallis Scholars and 
Peter Phillips, Il Giardino Armonico and Giovanni Antonini, Le Poème Harmonique and 
Vincent Dumestre (Intrada, n.d.). The choir is also actively involved in the Moscow cultural 
life, performing with the Russian State Symphony Orchestra under Vladimir Jurowski, 
Moscow Soloists under Yuri Bashmet, and the Russian National Orchestra under Mikhail 
Pletnev. They have concerts at various prestigious venues. One of the important goals of the 
ensemble is to premiere compositions of contemporary Russian composers. Singers are 
professional choral conductors and vocalists. 
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Summary 
Russia has a long history of choral singing; several prominent choirs formed in 
the 14th century and are still performing today. Vocal schools such as Italian Bel canto 
and the German vocal school may have been influencing the way singers were trained 
over the centuries. Nevertheless, the peculiar singing style that is characteristic of Russia 
has developed and refined and become recognizable to scholars and performers. Russian 
Orthodox Church singing, folk melodies and a folk style of singing contributed to 
expressiveness, special emotional painting, and smooth legato singing. Dynamic contrasts 
and the inclusion of bassi profundi added to the Russian choral character. Russian 
composers maintained close collaborative relationship with the choirs, composing sacred 
and secular music for them. Choral and solo singing was presented at private houses, 
concert stages, and in churches thus; it was, and continues to be, a part of cultural life in 
various aspects. Professional and amateur choirs, classical, folk, or gypsy choirs always 
have been part of the cultural life. Contemporary choral culture represents a variety of 
choral groups that specialize in different musics from folk and pop to Western and 
Russian classical music, with orchestral or instrumental accompaniment as well as a 
cappella. Many choirs are professional level and their singers are full time employees. 
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CHAPTER FOUR 
METHODOLOGY AND PROCEDURE 
The purpose of this study was to explore the impact of globalization on the 
Russian choral sound. The Russian choral sound is deeply connected to Russia’s cultural 
history, and so this study is anthropological in nature and involved collecting data 
directly from the culture-bearers. A qualitative methodology based in grounded theory 
was the most appropriate research design for this study. 
Rationale for a Qualitative Design 
I used a flexible, discovery-oriented, analytical qualitative methodology, well-
embodied in grounded theory to frame this research. From Goodenough’s (1981) 
cognitive anthropology perspective, culture is a body of knowledge rather than merely a 
set of observable behaviors, and understanding a culture requires engaging deeply with 
how its members talk about and interpret phenomena, including the words they use. Since 
education, both formal and informal, is a vehicle for the transmission of culture, it is 
important to analyze ways in which individual influential conductors talk about and 
interpret their activities as educators. In his work, Goodenough (1981) explained that 
culture could not be explored without considering the interpretive activities of the 
individuals who shape it. The grounded theory design was therefore the appropriate 
choice for investigating cultural phenomena: I accessed Russian choral culture through 
the experiences of Russians. 
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Grounded Theory 
Grounded theory research involves developing a design using the unique data 
provided by a study’s participants, the primary data source (Creswell, 2008). The 
involvement of participants enhances the validity of the study. Moreover, a research 
design with data collection is flexible; the researcher can explore phenomena until new 
data emerge. The researcher can continue interviewing participants until the point when 
the data are saturated with information. What is important is that using grounded theory, 
the researcher starts analyzing data from the very beginning, using analyses of existing 
data to guide the process of collecting subsequent information. Creswell (2008) advised 
that researchers use grounded theory when they need “a broad theory or explanation of a 
process” (p. 432). Influence of globalization on the national choral sound is a process in 
action, so grounded theory was an appropriate choice. In conjunction with Goodenough’s 
(1981) cultural theory, the best exploration of the phenomena was through the individuals 
who carry the tradition and can reflect on changes if there are any. The grounded theory 
approach helped me shed light on how globalization and any changes in the Russian 
choral sound correlated as I explored how contemporary Russian choral culture is 
recreated, renewed, and maintained by contemporary choral conductors. The 
investigation focused on the processual nature of cultural activity, in particular on how 
individual contributions help shape national choral identity by balancing tradition with 
innovation. The resulting theory depended not only on the participants’ views but also on 
my own views, as the nature of the study was interpretive. Essentially, the participants 
and I coconstructed the theory. 
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Participants and Participant Selection 
The voice of the participant is highly important for researchers using grounded 
theory. Therefore, data collection for this study included in-depth interviews with 
purposively selected choral conductors, choral conductor assistants, and a music critic. 
The participants answered open-ended questions and provided detailed descriptions of 
their perceptions of specific phenomena. I encouraged them to answer sincerely and to 
provide as much information as possible within a given period. Consistent with grounded 
theory, participants shared their views and feelings without being limited to narrow and 
specific questions. When necessary, I conducted follow-up interviews to collect more 
information and clarification. 
According to Creswell (2007), the researcher “chooses participants based on their 
ability to contribute to evolving theory” (p. 128). Using this as a guideline, I selected six 
Moscow-based professional choral conductors who have master’s degrees or higher in 
choral conducting. I also selected a music critic. The choral conductors I chose for this 
study were born and educated in Russia and were well-known and established leaders of 
professional-level choirs that tour abroad and participate in international concerts and 
festivals and are thus exposed to the international choral music scene. The interview data 
provided insight into the effects of globalization on Russian choral sound. 
I contacted the participants using personal connections, and then sent each a letter 
of consent in which I explained in detail the nature of my research project, what I 
expected of them, and that their participation was voluntary. I emphasized that all the 
interviews would be recorded and transcribed and that they would have a chance to read 
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transcriptions and confirm my interpretation of what they said and meant. They were 
aware that the information would be used for educational purposes. 
As I began to develop analytical categories during the early theorizing stages, I 
employed theoretical sampling. Theoretical sampling is always purposive, as the sample 
is selected to refine the theory (Breckenridge & Jones, 2009). I used theoretical sampling 
to guide, enhance, and saturate the data I collected. The number of participants grew as 
the study continued. After interviewing five conductors, I invited one more conductor to 
participate who had had a long career as a teacher, performer, and music critic. The focus 
in grounded theory research is not on causal generalizing but on finding deeper, situated 
understandings of phenomena. Therefore, I altered criteria for finding participants as I 
developed new categories and discovered relevant concepts from interview data. 
The participants included choral conductors I personally knew and those whom I 
could access. The study focused on a limited circle of professional-level, Moscow-based 
choirs that travel extensively. A professional choir in Moscow is one that meets daily and 
employs salaried singers who work an 8-hour day. There are two types of professional 
choirs: those subsidized by the state and those subsidized by the church.  
There is no official definition of a professional choir singer in Russia. However, 
according to requirements for salaried positions in professional choirs, the assumption is 
that singers hold a bachelor’s or master’s degree in either voice performance or choral 
conducting. Since the music curricula at Russia’s music colleges and conservatories is 
uniform for all students inside a department, graduates of a given department are all 
equally trained in solfège, music theory, and voice. One choir in this study was an 
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exception to this definition: It included graduate and postgraduate students of a 
specialized music college in Moscow, and its singers did not receive a salary. They 
auditioned to be accepted into the choir and met all other professional standards. 
Participants of the study were choral conductors and choral conductors’ assistants of the 
professional level choirs based in Moscow and a music critic. Participants also taught at 
the Moscow music institutes and conservatory that offer graduate programs in choral 
conducting. 
Procedures 
Data Collection 
I collected data via e-mail correspondence, Skype calls, recorded data from 
WhatsApp Messenger calls, and the Internet. I personally interviewed six choral 
conductors (two principal and four choral conductor assistants) and one music critic. 
Published interviews of two principal conductors, choirs’ websites, video interviews, and 
short documentaries about conductors or choirs were rich sources of data.  
I interviewed the participants during January and February of 2018. I conducted 
the initial interviews via Skype and WhatsApp Messenger, and I audio and/or video 
recorded them. Additional questions I asked via e-mail. See Appendix A for the full list 
of interview questions. 
Data Analysis 
In grounded theory the analysis of data starts from the very beginning of the data 
collection and involves data coding procedures. According to Saldaña (2009), coding is 
the process of labeling ideas and concepts that emerge from data. He said that coding is 
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heuristic, or an “explanatory problem-solving technique without specific formulas to 
follow” (p. 8). Saldaña defined code as “a word or short phrase that symbolically assigns 
a summative, salient, essence-capturing, and/or evocative attribute for a portion of 
language-based or visual data” (p. 3). He explained that cycles are similar to what other 
researchers call stages or levels of coding; however, this terminology conveys the 
cyclical nature of analysis better than the more linear terms stages and levels. He 
distinguished between first cycle and second cycle coding, listing about 25 varieties of 
coding processes to fit various situations (Saldaña, 2009, pp. viii–ix). 
For this study I employed initial and focused coding as recommended by Charmaz 
(2006), who suggested that in grounded research analysis there needs to be at least two 
stages of coding: initial coding and focused coding. Charmaz (2006) believed that axial 
coding (the stage of coding that might be used after focused coding) suggests 
predetermined categories while focused coding is free of these preconceptions. I have 
chosen focused coding as the final stage of the coding procedure as this type of coding 
provides flexibility and, in contrast with axial coding, does not predetermine the frame 
(Charmaz, 2006, pp. 61–63). I still could create categories and subcategories, however, 
and demonstrate the connections between them. Saldaña (2009) suggested that focused 
coding is an adaptation of axial coding, and “The goal of this method is to develop 
categories without distracted attention at this time to their properties and dimensions” 
(p. 155). 
I also employed memo writing, which involved writing down analytical thoughts 
while collecting data (Charmaz, 2006). Even though these were preliminary and private, I 
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embedded these notes in the interview notes, which served as part of the theoretical base. 
The cycle of data collection and embedded analysis guided further data collection. 
Through the coding and memoing process I could start seeing patterns and themes as they 
emerged. Under this analytical approach, I conceptualized ideas and explored 
connections between categories without judging the ideas that emerged. 
Initial coding. With initial coding the researcher segments and examines the data, 
labeling lines and small segments of data. This involves careful and detailed reading of 
collected data (Charmaz, 2006). To facilitate initial coding, I transcribed all interviews. I 
then analyzed the data line by line in segments, and from this analysis I derived codes. In 
approaching coding from a grounded theory perspective, I did not merely make 
statements; rather, I developed codes that summarized and categorized the data 
analytically. 
Charmaz (2006) suggested that researchers should maintain participants’ 
language. For this study, I interacted with the participants during their interviews, 
creating an “interactive analytic space” (Charmaz, 2006, p. 115). To convey the 
participants’ voices and the action and process of the data, I coded using gerunds and in 
vivo, which preserved the specific language used by participants. I annotated the 
interview transcripts with memos, which contributed to my analysis of the data and 
developing codes (Charmaz, 2006).  
Focused coding. The goal for second cycle coding is to develop a more 
conceptual and theoretical organization of the codes (Saldaña, 2009, p. 149). I continued 
with focused coding, which “categorizes coded data based on thematic or conceptual 
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similarity” (Saldaña, 2009, p. 151). Through focused coding I sought to conceptually 
relate the codes, finding those which were emerging more often. To minimize the effect 
of my own preconceptions, I did not attempt to apply preconceived categories; I used the 
data to develop and adjust categories as I toggled between collecting data and analyzing 
and coding data, searching for deeper understanding of the phenomena. Charmaz (2006) 
suggested that focused codes can lead to categories. I was looking for concepts behind 
the initial codes to develop focused conceptual codes that would lead to a category. In the 
final stage of coding I rearranged the data into organized material (see Hernandez, 2009). 
My theoretical sensitivity helped me to see categories that were emerging from data. 
Theoretical sensitivity is the researcher’s insight into the subtle nuances of the data and 
participants and the researcher’s skill to select needed material (Mills, Bonner, & Francis, 
2006). I also started using diagrams to visualize codes and their relationship with other 
categories at these preliminary stages of analysis. Buckley and Waring (2013) argued that 
using pictures and diagrams is helpful at any point of the research, moreover, often the 
visual image can offer more content than the words. 
All procedures in the grounded theory approach are tightly interconnected and 
feed into one another in a cyclical fashion, as exemplified when codes become categories 
and new categories emerge, or when analytical memo writing assists with data 
exploration and developing concepts. Memo writing comprised the earliest theoretical 
notes that started the analytical process of linking themes into the categories and then 
conceptual connections between categories (see Holton, 2010). 
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Trustworthiness 
For a study to have trustworthiness, sometimes called validity, the researcher 
must establish credibility, transferability, confirmability, and dependability (Lincoln & 
Guba, 1985). Credibility is the confidence a reader can have in the accuracy of a study’s 
findings. Transferability involves demonstrating applicability in other contexts. 
Confirmability is the level of neutrality in the reporting and analysis of data, and 
dependability involves demonstrating that findings could be repeated by other 
researchers. Yin (2010) suggested several ways to establish trustworthiness in qualitative 
research: Ensuring transparency and understandability in the data collection procedures, 
one of Yin’s suggestions, strengthens credibility and confirmability. All procedures and 
collected data for the present study are available for review, and a Russian–English 
bilingual college professor reviewed all translations for accuracy. In addition, I used 
member-checking (Lincoln & Guba, 1985) to ensure that I interpreted interview data 
correctly: I sent interview transcripts to each participant and asked them to provide 
clarifications and corrections. I also asked participants to confirm my interpretations of 
the data. Methodic-ness, another suggestion by Yin, also increases trustworthiness by 
ensuring that the researcher follows a method’s procedures methodically. I followed 
procedures for grounded theory research in the present study. 
Yin’s (2010) final suggestion was that the researcher should stay close to 
participants’ words and use their “actual language” (p. 20). I collected data in a foreign 
language and translated it for the purposes of this study, so the actual language 
transformed; however, I endeavored to maintain the underlying meaning in all 
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translations. In presenting data, I have occasionally included the original Russian where 
capturing an idiomatic meaning in English was difficult. I drew my conclusions from the 
data, and that aligns well with grounded theory design. 
For theoretical saturation, I requested additional interviews so I could add data to 
the globalization and education category that developed during the data collection. Two 
participants agreed to discuss that topic more and contribute to the study. Additionally, I 
searched the websites of the Moscow conservatories Gnessin Russian Academy of Music 
and Victor Popov Choral Art Academy to find details on the entrance exam requirements, 
suggested repertoire, and years of study to indicate those details in my data collection. 
Creswell (2007) suggested that qualitative researchers should use at least two 
types of triangulation in order to establish confirmability, increasing trustworthiness (see 
also Lincoln & Guba, 1985, p. 301). “Triangulation involves using multiple data sources 
in an investigation … as a method for corroborating findings and as a test for validity” 
(Cohen & Crabtree, 2006b, paras. 1–2). I used various data collection methods for this 
study, including personal interviews, published interviews, choirs’ websites, published 
video interviews, and short documentaries about the conductors or choirs (see the Data 
Collection section), to triangulate the data. 
I maintained reflexivity, which is a researcher’s awareness of bias throughout the 
course of a study (Cohen & Crabtree, 2006a). Qualitative researchers are never separated 
from their research; they are instruments and cocreators of data (Charmaz, 2006). Bias 
cannot be eliminated fully, so I interweaved my knowledge, experience, and insight into 
the study. I belong to the same culture as my participants, which increased the potential 
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for bias and preconceptions. However, sharing the cultural and professional identities of 
the participants made personal contact easier. As my own predispositions could have 
weakened the study, I acknowledged and disclosed relevant personal experiences and 
beliefs to minimize their effects. 
References to scholarly literature strengthened the credibility of this study 
(Creswell, 2007; Charmaz, 2006), and thick descriptions of the participants, choirs, 
Russian choral history, and Russian choral culture established transferability. With all of 
these techniques, I built trustworthiness into this study. 
Ethical Concerns 
The ethical standards developed by professional organizations such as the 
American Education Research Association (2011) and the American Psychological 
Association (2017) are aimed to aid with research involving humans, especially in 
educational and psychological fields, and they informed my decisions in this study. I 
received the approval of the Institutional Review Board (IRB) at Boston University to 
conduct this study. 
In considering how to protect human rights such as privacy and confidentiality, I 
completed Boston University’s IRB human subjects protection training course, submitted 
my research plans for approval, and devised consent forms prior to recruiting participants 
and starting the data collection process. As this investigation was conducted outside the 
United States, the IRB required that I follow the laws and guidelines in the country of 
investigation (i.e., Russia). 
I provided detailed information regarding the study to all participants, each of 
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whom signed a consent form. I secured all participant interview data and video-
recordings; they were available only to me and my advisor. 
My personal biases, as the researcher, were also ethical concerns. As one who was 
born and educated in Russia, I have a strong desire to see the preservation of the national 
choral sound. 
Time Line 
I collected data in January and February of 2018. From January to March of 2018, 
I transcribed and analyzed data. I completed the final document between April and 
August of 2018. 
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CHAPTER FIVE 
PRESENTATION OF THE DATA 
Setting 
At the time of this study, Moscow, the capital of Russia, had a population of 
around 12 million people. The city had rich cultural musical traditions with numerous 
community music schools and music colleges offering undergraduate and graduate 
programs as well as the Moscow Conservatoire and the Gnessin Russian Academy of 
Music, two leading music schools. These two major schools enrolled 12 students 
annually into their graduate programs in choral conducting. Five years after 
matriculating, these students graduate with skills in piano, voice, and choral conducting. 
Some of the graduates continue into the job market as choral conductors of various choirs 
(e.g., children’s, adult professional, amateur), some become school music teachers, and 
others go on as singers into Moscow’s professional choirs or even opera houses’ vocal 
and choral ensembles. There are many choral ensembles and larger choirs that saturate 
the cultural life of Moscow. The most accomplished of them tour and participate in 
cultural life abroad. 
Findings 
In this chapter I present the data I collected from interviews with six choral 
conductors, and one music critic based in Moscow; from various published interviews 
with two prominent choral conductors; from materials available on choirs’ and music 
institutions’ websites; and from video materials. 
I conducted the personal interviews in January and February of 2018 via Skype 
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and WhatsApp Messenger, and I video and/or audio recorded all of them. Several 
participants provided additional e-mail responses. I transcribed all of the interviews the 
same day they were conducted and translated them into English at a later date. A 
colleague, who is a bilingual professional translator and college professor of Russian 
literature, checked the accuracy of the translations. To protect the anonymity of the 
participants, I assigned each of them pseudonyms and saved all materials under their 
pseudonyms: Ivanov, Lapin, Moroz, Kruglov, Orlov, Romanov, and Smirnov. I also 
assigned pseudonyms to the choirs they work for to avoid the risk of deductive 
disclosure. I included the published interviews, video interviews, and short 
documentaries into the data thus following the triangulation method, which involves 
using multiple data sources for increasing validity of the study. I coded, categorized, and 
analyzed data in compliance with the traditions of grounded theory. See Appendix A for 
a full list of interview questions. 
The choirs I present in this study comprise a selection of the choral ensembles in 
Moscow. The choirs that participated in this study are prominent in the Moscow choral 
scene. 
Coding 
I analyzed the interviews chronologically. Constant comparative analysis is a 
particular feature of grounded theory. Therefore, I continuously analyzed and compared 
the data I recorded in the interviews. Even during the interviews, I analyzed what the 
participants were saying and used prompts to assist in answering questions or encourage 
in-depth responses. I focused the discussions on the matters that were essential for the 
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study. 
I also wrote memos during and following each interview so I could review ideas 
that had evolved while listening to the participants. I coded the interviews and gradually 
worked toward naming and organizing the categories. The aim of early analysis was to 
identify the early common themes and subsequent categories then to connect them and 
find relationships between them. I revisited transcripts repeatedly while comparing the 
data from various participants. 
Initial coding. During the first stage I examined the answers as a whole and 
broke them down into smaller parts. I analyzed information to help me answer the 
interview questions and to see where I would need clarification or deeper discussion of 
the matter. During the initial coding stage, I analyzed the data and derived codes. 
Through coding, I tried to see what was happening in the collected data, as Charmaz 
(2006) suggested. I constantly sorted the data and moved coded sections around. To find 
better connections and relationships, I continually shifted subthemes and subcategories. I 
employed the in vivo technique in some of the interview sections and coded in gerunds 
where I could. The following list contains some initial coding examples. I coded in very 
small sections and often line-by-line, so there were many initial codes. Some of them 
evolved spontaneously and some took time to create or revise. 
• Choral singing of contemporary music (CSCM) 
• Participating in international projects (IP) 
• Broadening of pedagogical repertoire (PR) 
• Convincing the international jury (IJ) 
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• Collaborating with composers (CC) 
• Historically developed orthodox singing (OS) 
• “Krasochnost” palette of vocal colors (VC) 
• Listening for vocal ranges (VR) 
• Exaggerated emotionality 
• Looking for technical skills (TS) 
• Smart singing (SS) 
• Innovating stage performance techniques (SPT) 
• Teaching role of a conductor (TR) 
I also used notes that I made during the interview, which were theoretical in 
nature. For example, while listening to one participant I noted that he had been drifting 
away from the questions and described in detail the international project the choir was 
involved in, so I concluded that these experiences were highly important and educational 
for all who were involved. Therefore, I considered cultural immersion, or shared singing 
experience, as a code. This code appeared again in another interview but had limited 
value after further analysis. I assumed that that activity was specific and limited to one 
participant. I would need to select the choirs differently, focusing on slightly different 
characteristics, to find and continue with this trend. 
Through initial open coding, I broke the data into small patterns and later tried to 
reconstruct those patterns into themes. I shifted the codes considerably at this time. I 
analyzed them in order to understand which theme fit best and to find other, related 
codes. 
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My initial coding process revealed that there was one area that needed more 
attention: education. All participants who directed professional choral groups, even 
though they worked with them full time, also taught at the Moscow Conservatory, the 
Gnessin Russian Academy of Music, or the Schnittke Moscow State Institute of Music. 
One of the participants was a retired professor with enormous teaching and conducting 
experience. All of them touched upon the education theme and its connection with choral 
sound. Therefore, I needed to contact some of them for a second interview (implementing 
theoretical sampling and theoretical saturation techniques) to inquire further. In the 
second interview, I asked questions to uncover more education-focused data. However, 
this was only an opening into a theme as the subject may require in-depth investigation 
on its own. According to Charmaz (2006), simultaneous data collection and analysis 
assists researchers in deepening their understandings of problems and developing 
categories. I developed themes that summarized patterns, the first step of theoretical 
integration (Charmaz, 2006). Themes surfaced during the initial stage of the analysis 
process, but the final themes took several approaches. I deleted those data that did not 
connect to my research problem or research questions. 
Focused coding. In choosing focused coding as the last stage of the coding 
procedure, I wanted to stay away from any preconceived categories (Charmaz, 2006). 
Rather, I wanted to remain open to categories and concepts I might find in the data. 
Focused coding was conceptual in nature. I looked for underlying reasons for actions. For 
example, I asked myself why the choral conductors wanted to adjust their programs, to 
select music sung by a Western counterpart, to do select contemporary pieces, or to 
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employ choreography or instruments. That lead me to several concepts: a desire to keep 
up with the rest of the choral community; competing for status; aspiring to present in the 
best way possible; a concern for dissolving tradition; broadening repertoire at educational 
and professional levels; looking for a vocal ideal; and a concern for choral education, 
with particular regard to content. Focused coding helped me to see how the codes were 
related to each other and to develop categories that better represented the themes. 
Visualization 
I created a visual representation of the categories of data at this point (see 
Figure 1). Globalization was the central category, and all of the other categories grew out 
of that. Globalization penetrates cultures in various ways, so the rounded, layered shape 
of the diagram represented this well. I had not worked out the final categories at this 
point, so there were several themes missing, which I wished to capture visually. I sought 
the best connection between categories and how they influence each other. I tried to place 
globalization as the impetus for learning in the center as a core category and to situate the 
other categories around it. This way globalization’s equal influence over the other 
categories would be represented. 
In my second attempt, the diagram demonstrated more conceptual categories (see 
Figure 2). I was not satisfied with this representation because it did not show the correct 
relationship between the categories; it could not be equally and passively distributed. I 
was looking for a social process that would connect all categories as a central one. 
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Figure 1. First attempt to visually represent the relationship between categories with 
Globalization as the foundational category radiating out to and through the other 
categories. 
I thought of grounded theory as a means to investigate and an action and social 
process, so I continued with a search for such process. I looked at the data and the main 
categories trying to see the social process that guided and connected all my data 
categories. I asked myself when, where, why, who, how, and with what consequences 
(Charmaz, 2006). Then, unpredictably, I realized that my central category should not be 
globalization, but rather the process of informal, formal, and nonformal learning that 
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happens when choral conductors search and participate in new experiences, listen, and try 
new things. According to Böhm (2004), sometimes a different central phenomenon will 
become apparent in a research study during the course of interpretation. 
 
Figure 2. Second attempt to visually represent the relationship between categories, again 
with Globalization as the foundational category. I replaced the hierarchical representation 
of Figure 1 with a relationally equivalent representation. Globalization and the other 
categories are multifaceted concepts. 
I felt that the choral directors were messengers of culture who travel and 
experience a global culture, and it was they who pass their learned experiences to others, 
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influencing the choral sound they shape, choral singers, and the young choral conductors 
they teach, creating and fostering the evolution of a choral sound. It was people who 
connected all the categories. The choral conductors and their thirst for learning and 
improving, searching for new ways to present old repertoire, for new repertoire, for new 
voices to accomplish the performances they envisioned, for instruments and 
choreography, for the right employees for their organizations, and for ways to pass all of 
that to their students at the conservatories. They were always searching and learning. Yes, 
there were circumstances and limitations to their movements in some years, but they did 
all they could under the circumstances. 
Behind their traveling and learning was a life of learning in informal settings, 
which I interpreted as not learning in an institution or enrolling in a program, but rather a 
self-educational process where one learns by listening, participating, observing, 
reevaluating, and making choices. It was at this point I saw the choral conductors as 
bearers of culture, however not as representatives of native Russian culture. This is the 
moment when I saw the existence of a two-way connection or influence that globalization 
and border opening made possible. The choral conductors were messengers and 
representatives of a global choral culture as well. I created my final representation of the 
connections between categories reflected by the process of Lifelong Informal Learning 
(see Figure 3). They were learning, despite being graduates from prestigious colleges 
with either master’s or doctoral degrees, having awards, presenting numerous concertos, 
and working full time in the music industry where they are well known and respected. 
They still continuously learned as they worked. Tevlin believed that the road to success is 
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being intellectual; if the choral conductor is highly educated then his hand will work in 
the right way (Koshkareva, 2012, p. 75). He used to say that the conductor must possess a 
colossal amount of information—he needs to know music history, vocal technique, 
pedagogy, psychology, and more, always to continue growth and self-development 
(Koshkareva, 2012). 
 
Figure 3. Final visual representation of relationships between categories with Choral 
Conductors’ Lifelong Informal Learning replacing Globalization as the primary category. 
Lifelong informal learning is the impetus for choral culture evolution. Double-headed 
arrows represent a two-way relationship between categories. 
I changed the core category to Choral Conductors Lifelong Informal Learning, 
which simplified connections between categories. The core category stands in the middle 
and influences and receives influence from two large categories: Globalization as 
Impetus for Learning, and National Choral Sound. This is a two-way process: Conductors 
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transmit their knowledge and experience and receive new information to absorb and 
rework, possibly adjusting and returning it to the choral community. Additionally, the 
core category affected two other categories, including Choral Professionals and 
Audience, and Cultural Music Education System. 
Globalization as Impetus for Learning 
One of the first vehicles of globalization in Russia, according to Moroz, a 
participant, was the Internet. Its easy access allowed many choral lovers and 
professionals alike to listen to choirs from all over the world. Unlike in post-Soviet times, 
listeners no longer had to search for rare recordings in the library or hard-to-acquire 
disks. They could find recordings easily online. However, Moroz said, recordings do not 
faithfully transmit the vocal sound. Sound engineers leave their own imprint on a 
recording; they have their own understandings of what good sound is, and they can 
manipulate recordings subtly to achieve that sound. Choir directors also can make 
requests to sound engineers, coauthoring the subtle effects. Regardless, the Internet 
widened the outlook of choral conductors throughout Russia, enabling them to explore 
new repertoire and performance styles.  
When the borders opened, choirs started touring abroad and choral conductors 
obtained access to international libraries, music stores, concerts, and festivals. According 
to Ivanov, this was when they began realizing there is a whole musical world to explore 
outside what Russians had been singing. Choral professionals were eager to learn, 
according to Orlov: seeing and listening to the rest of the choral world fostered 
reassessment of where Russian choirs stood in relation to other choirs around the world. 
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Moroz recalled one of his brightest memories of the international festival 
exposure: It was a performance of the American choir Chanticleer at a choir festival in 
Estonia in the early 1990s. He described it as a shock to hear such a perfectly tuned, 
vocally and technically equipped ensemble. According to Moroz, they sang for two hours 
without a single wrong note. 
Ivanov recalled his first international tour with a choir to Germany. It was there 
where he encountered the choral music of György Ligeti and Karlheinz Stockhausen for 
the first time. He noted that it was a cultural shock to him to experience such technical 
perfection in a new aesthetic. It was a revelatory moment when he understood that his 
choir could not do that, and it prompted a reevaluation of the situation. Conductors across 
Russia realized they needed to move forward and change, that the old ways would not 
work anymore. They started a search, going to libraries and concert halls to absorb and 
compensate for decades of isolation. 
Smirnov also believed that opening the border brought very positive changes: 
Russian choral professionals gained opportunities to listen and compare Russian choirs 
with choirs from around the world. Listening and assessing stimulated and fostered 
further development of the choral art, both professional and amateur. 
Choral Conductors and Lifelong Learning 
Choral conductors continue learning on the job. Kruglov believed that those 
conductors who become prominent leaders, who produce concerts and have opportunities 
to perform with their choirs, tour, and the best of them are those who keep learning 
throughout their lives. Many do it intuitively, and some do it consciously. Romanov 
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believed that self-development can be applied to any person; if they are not evolving, 
they are degrading. 
Bashmet, in a video about Gennady Dmitryak, said Dmitryak always feels 
unconfident (Yurlov Capella Choir, 2017b). He looks confident, but he is not. He is 
always moving forward with a question, and that is a guarantee of evolution and 
development in creative work. Conductors continuously learn as they work. Tevlin 
believed that the road to success is being intellectual; if the choral conductor is highly 
educated then his hand will work in the right way (Koshkareva, 2012, p. 75). He used to 
say that the conductor must possess colossal amounts of information—he needs to know 
music history, vocal technique, pedagogy, psychology, and more, always to continue 
growth and self-development (Koshkareva, 2012). 
The participants in this study who traveled abroad (viz., Ivanov, Lapin, and 
Orlov) also attended concerts, sought new music, and listened to new tendencies, 
constantly absorbing and learning what the global community has to offer. Moroz 
regretted that there was no special training for choral conductors in foreign language 
pronunciation, and he had been searching for a way to implement that into choral 
conductors’ curricula. He was very interested when I told him about the International 
Phonetic Alphabet, which singers use widely throughout the United States. 
In an interview for Belcanto.ru, Minin mused that it took time to find his style and 
understanding of what he wants from the choir, saying it is a constant search (“Vladimir 
Minin,” 2017). He recalled listening to touring choirs, attending concerts, including 
international choirs. He searched for vinyl recordings of famous conductors from 
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Germany and the United States. 
Choral conductors learn in formal and informal ways throughout their careers. As 
a result of globalization their work-related experiences extended beyond the borders of 
their native country. They learn by listening to recordings found online, from 
collaborations with international colleagues, and from choir performances they hear at 
home and abroad. 
Many conductors agreed that choral conductors often act as vocal teachers to their 
choirs (Smirnov, Romanov, Moroz). Therefore, when choral conductors learn about new 
choral sound aesthetics, be they historical performance styles or more effective vocal 
techniques for singing complex contemporary repertoire, they teach their choirs to 
produce that sound. 
In an interview with Andreas (2011), Minin stressed, 
The conductor of the choir needs to really know what vocal singing is; and he 
needs to have a vocal ear. Choir director must hear the vocal position, timbre, 
work on articulation and registers; it is not enough just to sing together with clear 
intonation. (para. 17; my translation from Russian) 
Evolution of Choral Sound in the Light of Globalization 
Singers’ Responses to the New Vocal Production Approach 
Ivanov and Lapin illustrated the process of choral sound change, recalling that 
when the borders were opened, and the Russian choral conductors encountered the world 
choral community for the first time, they learned as much as they could and brought it 
back, incorporating new vocal techniques in their choir rehearsals. Ivanov stated that 
when leadership started incorporating new music and new vocal techniques, which 
conductors would explain and model, they met with strong confrontation from singers. 
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Ivanov declared, “Eto byl serʹyeznyy konflikt na urovne voyni” [That was a serious 
conflict at the level of a war]. Nevertheless, the change occurred over time, and many 
choirs now strive to create a narrow, precise, even instrumental sound, at least in 
performance of contemporary music (Ivanov, Lapin, Orlov). Lapin commented that the 
choral sound is changing and developing in an attempt to meet contemporary music 
requirements and performance standards. He said the international standard force him to 
be unbelievably precise; he can no longer accept almost unison. Achieving these goals 
requires a very narrow and focused sound. Precision is impossible if the singers scream at 
the top notes or use vibrato. Lapin said he sees the tendency to narrow the sound in other 
choirs too, and he believed that the work on that leads these choirs to have better blend as 
well. In an interview, Dmitryak described the way to sing fortissimo during his rehearsal: 
There are three fortes, and they have to be sung with much energy and with outstandingly 
bright diction. There must be no screaming, Dmitryak said (Yurlov Capella Choir, 
2017b). Romanov noted that there is no need for big sound and gryanutʹ (strike up 
together)—it is more singing on the breath. 
Theatrical and Visual Effects 
Participants noted a relatively new tendency in choral performances involving 
theatrical elements, use of percussion or some other kind of instrumental accompaniment, 
choreography and movement, and visualization (Moroz, Orlov, Ivanov, Romanov). 
Romanov described a project in which the choir was singing in a concert with a DJ, 
commenting that this was breaking the rules. While some conductors justify screen 
projecting the subtitles, and video projections of decorations for opera scenes are seen as 
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necessary, the extra movements and instrumental accompaniment seem to be playing a 
different role to Moroz. The contemporary audiences are more demanding, and the 
theatrical elements make performance more attractive. Instruments bring a variety of 
colors into the soundscape of the performance. Romanov said that, unlike in the 
beginning of the century when there were a couple of theatres and a circus in Moscow, 
now there were many choices for audiences: Bolshoi Theatre, Gelikon Opera, Kolobov’s 
New Opera, Stanislavsky and Nemirovich-Danchenko Theatre, Moscow Circus, and the 
new trend musicals staged at the Moscow Operetta Theatre. Romanov mentioned that this 
is a totally new direction that came from the West, and the musical artists have to possess 
special skills such as a combination of singing, dancing, acting, and circus skills. He 
stressed that those choices create great competition for audiences. 
While these elements do not represent the sound itself, they may change a 
perception of a sound and also may affect the vocal sound of the choristers who must 
move on stage. For instance, fast movements may disturb singers’ breath, singers facing 
away from audiences could alter the perceived volume, and choral blend could be more 
difficult to establish. 
Repertoire 
Study participants commented that globalization had led to a drastically expanded 
choral repertoire. The conductors travelling abroad had opportunities to see concerts and 
listen to other choirs at competitions, visit libraries and enrich their choirs’ repertoires by 
adding new, foreign compositions (Ivanov, Lapin, Orlov). While the Western repertoire 
had been present in the Russian choral concerts and choral conductor students’ curricula, 
  
100 
it had focused mainly on the large choral forms, such as Mozart’s Requiem, Bach’s 
B-Minor Mass, Orff’s Carmina Burana, and some Renaissance music; the 20th- and 
21st-century world choral music had very limited presence in the concerts and college 
curricula. In contemporary Moscow, the choral conductors present a wide variety of 
repertoire. The audiences can now hear not only the classical masterpieces but also 
contemporary music from all over the world, including America, England, and Italy 
(Ivanov, Orlov, Romanov). 
In the last 10 years, Russian choral musicians have become interested in the 
performance style and repertoire of Baroque music, which did not really exist in Russia, 
as choral professional art started developing in the 18th century (Kruglov). However, 
now there are choral groups and conductors who are interested in this. Russian musicians 
had only become acquainted with the historical performance technique for Baroque 
music, successfully performing not only Bach and Handel, but also Renaissance music, 
16th-century music, and English and French music, and it sounds authentic without a 
Russian accent (Kruglov). Moroz mentioned that two prominent groups specializing in 
such music had recently been founded. One of these was called Intrada. The choral 
director of this ensemble, Ekaterina Antonenko, had studied not only at the Moscow 
Conservatory but had also traveled to Germany, where she had studied for 2 years 
(Intrada, n.d.). According to Moroz, Intrada collaborates and works with various 
European choral conductors, gaining experience with and learning the performance style. 
Without globalization and freer borders, these communications and cultural exchanges 
would not be possible. 
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However, the influence of globalization raised some concerns among professional 
conductors. Smirnov expressed deep concern for “how to survive in that situation” (my 
translation from Russian), meaning how Russian cultural traditions would survive. 
Polyansky also expressed concern regarding maintaining tradition and warned against 
westernization (Bryantseva, 2012). 
As much as Russian conductors are concerned with the preservation of the 
uniqueness of the Russian sound, participants stressed they are looking to their Western 
counterparts to achieve their technical abilities and to overcome the heaviness of Russian 
choirs in some way (Lapin). While Romanov believed that musicians need to understand 
the past and what made that tradition great, he also thought the tradition needed to be 
alive and not static; musicians need to see and listen to what is happening today. Ivanov 
also commented that after multiple international experiences hearing other choirs in the 
early 1990s, the choral conductors realized they could not focus solely on tradition; they 
had to develop and grow. They drastically expanded repertoire to fit in the global 
community, to learn and experience varieties of choral music, and to satisfy demanding 
audiences. Choral conductors’ educations and professional life experiences foster the 
evolution of choral culture. I see these changes as effects of globalization. Conductors are 
willing to accept and borrow repertoire, performance practice, or even vocal pedagogy 
methods to teach choral singing, while balancing that with long-standing traditions. 
National Choral Sound 
When discussing the effects of globalization on the Russian national choral sound, 
it is important to note how choral conductors themselves understand and describe this 
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sound. Their descriptions provide context for understanding what foreign practices are 
accepted and borrowed and which elements of foreign choral tradition might not affect 
their cultural sound. 
National Sound Peculiarities 
Minin, in an interview with Stuhr-Rommereim (1993), commented on the matter: 
I think that the Russian style of performance is distinguished, above all, by certain 
sensitivity for the depth, the profundity, of the content of the word being sang. 
You must have a sense for the content, the essence of the word you are 
performing, and that understanding must guide you in your interpretation. In other 
words, the choir should not produce a single sound without expressing a true 
thought and a true feeling. If you take this approach, the result will be a great deal 
of variety and subtlety in the way each word of the text is intoned. This is a very 
important issue. (p. 33) 
Lapin believed that Russian choir distinctiveness comes from the colors in the 
choir (he used the Russian term krаsochnostʹ, which roughly translates to “full 
splendor”), pointing to the altos and basses with their deep, low sound. Orlov described 
the Russian choral sound as very thick and warm, with lots of overtones; bright and bold; 
and with profundo low basses, noting there is no other choral sound like it in the world. 
While discussing the Russian choral sound, Smirnov exclaimed that the Russian choral 
sound depends on individual conductors’ visions. While Russian choirs now sing music 
from all over the world and from all different eras, which requires a high level of training 
and musicianship, the Russian style has more to do with compositional schools and folk 
songs than with vocal training. 
When speaking of the Russian choral school, Kruglov noted that it is based on 
Russian choral traditions and applies to Russian choral music from Bortnyanski to 
Rachmaninov. As soon as we talk about singing Mozart we understand that it should be 
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sung following an Austro-German performance practice; if we sing it with a Russian 
style, the music loses its authenticity. Smirnov commented that Russian choirs sing 
Mozart with a Russian accent, specifying that he was referring to emotional involvement 
in the text and not a language accent. Kruglov explained that the national sound has to do 
with the style of singing. Style is a complex of particular elements. Russian singing style 
puts a lot of weight on vowels, while French or German, for example, have more 
consonants. Kruglov noted that some Russian choirs sing Handel passages too heavily 
and with smooth Russian-style legato. Romanov mused that the Russian choral school 
exists because traditional Russian music is an ingrained part of Russian culture. Romanov 
especially stressed that a cappella singing is an important part of the Russian choral 
school. 
However, it is clear that even some vocal approaches to performance of Russian 
choral music are changing and that globalization has opened up the intercultural choral 
community for Russian choral conductors who shape the choral sound today. 
Text-Sensitive Singing 
Maintaining a careful and loving relationship with the texts of choral pieces is a 
particular specialization of Russian choral tradition in Ivanov’s opinion. Ivanov 
mentioned the famous Stanislavski theatrical school that divided actors into those who 
represent the role and character and those who become the character, who lived the 
character’s experiences. Ivanov linked that second type with the emotionality and 
expressiveness of the Russian choral school. Minin, commenting on the difference 
between the Western and Russian traditions, provided a description of a young Russian 
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soprano singing solo in Vivaldi at one of his choir concerts (“Vladimir Minin,” 2017). He 
noted that the singer performed vostorgenno (enthusiastically), living through experience 
of a solo, which was not usually found in the Western tradition. Smirnov commented that 
there are national peculiarities for singers: One can always distinguish a Russian singer 
among others. Lapin explained that select artistically expressive singers for their choirs. 
Their abilities to look expressive, to articulate well, and to be sensitive were important 
factors.  
Dmitryak maintained that Russian choirs have passion. The Western aesthetic, in 
contrast, is different, and this is why Western musicians have such an interest in Russian 
choirs. The Russian choral art, Western choral art, and symphonic orchestras have 
different energies and different feelings (Yurlov Capella Choir, 2015). 
Minin noted that in the German school of singing, the sound needs to be straight, 
clean, and correct (“Vladimir Minin,” 2017). However, in Christian Russia, from the very 
ancient times, there were no straight voices. Russian singing has an inevitable vibrato, an 
intensity. The voice starts breathing and fluttering. Ivanov noted that Western choirs 
demonstrate a cooler timbre, and the ensemble for them is a priority, while Russian choirs 
show individuality and emotions that may express themselves in the intensity of the 
sound; however, this often causes intonation problems. Smirnov agreed that Russian 
choral singing is about exaggerated emotionality and bright voices if the choir has them. 
Western and Russian Performance Practice 
Even though the choral conductors are learning new aesthetics and vocal 
approaches while traveling and performing outside the country, they are also comparing 
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and evaluating those to make choices for what and what not to borrow for their 
performing practice. They also believe in the authentic traditions that need to be 
maintained, be they Russian, Austro-German, or American. 
Ivanov noted that there is an enormous gap between Western and Russian 
traditions. Some believe that the Russian vocal school started and continued with a lot of 
individualism in vocal practice. Ivanov noted that Russian teachers taught ensemble 
singing skills much later than solo singing, and this caused a weakness in the Russian 
choral school. 
Ivanov believed that the Russian vocal school, itself a mixture of Italian and 
German influences, added emotionality, expressiveness, and attentiveness to text and that 
these differences are what make them distinguishable from Western groups. He stated 
that one could never confuse the Russian choral sound with other nations’ choral sounds. 
It is not bel canto and it is unlike the German school. The Russian sound is somewhere in 
between, and the boldest feature of it, according to Ivanov, is exaggerated emotionality. 
Lapin believed Russian performance styles are distinctive, and they adjust for each piece: 
When Russians sing a madrigal, they strive to sing it with a very neutral timbre, so it 
sounds all in one key. Conductors may ask basses to use their baritone color for singing 
European madrigals, while for something else to use a deeper and covered low bass 
sound. When choirs perform a Russian opera scene or Shostakovich, then they allow 
themselves much more timbral color (Lapin). 
Gennady Dmitryak, a principal conductor of Yurlov’s Capella, commented on the 
special expressiveness of a voice as instrument as well as on the importance of choral 
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vocal music in Russia as opposed to other countries. Western music has an instrumental 
foundation, whereas in Russia choral singing is intimately integrated with religion. 
Unlike manufactured instruments, the human voice is unique in its direct connection, and 
Russian choral singers are more aware of this (Grigoriants, 2016). Orlov believed that the 
Western sound represents its instrumental foundation. The Russian sound does not 
transfer to Romantic music, so Russian choirs adjust to sound more instrumental (i.e., 
Western). The Russian sound is wider with some vibrato, according to Orlov. 
By looking at what Russian conductors see as an authentic tradition, and the 
peculiar features of the Russian choral tradition they want to maintain, one can see what 
they are willing to accept from the outside of the culture influences and what they believe 
they do not wish to follow. As I discussed in a Chapter Two, the cultural responses to 
globalization may vary and include absorbing other culture’s influences or reviving 
national traditions and identity. 
Educational Innovations and Concerns 
According to Gardner (2004), the educational system of a country is an 
expression of cultural traditions. Choral singing, and therefore choral education, plays an 
important role in building national choral identity and heritage (Kostogorova, 2011). 
Choral conductors in Moscow study four years to earn bachelor’s degrees and five 
to graduate with master’s degrees (Moskovskaya gosudarstvennaya konservatoriya imeni 
P. I. Chaykovskogo, n.d.; Rossiyskaya akademiya muzyki imeni Gnesinykh, n.d.). 
Participants commented that the choral conducting students are expected to sing in the 
various choirs, learning the Russian choral literature, and to take Russian music literature 
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courses and other related subjects. The students also study Western music. It is difficult 
to determine the balance of Russian and Western music from the information provided on 
the school websites. Entrance exam requirements for the choral conducting programs 
consist of Russian music (Victor Popov Choral Art Academy, n.d.). Some professional 
choral organizations collaborate with the conservatory and the institutions, providing 
internships or observational hours for students who take the Practicum With Professional 
Chorus course (Ivanov, Romanov, Orlov). 
The institutions and conservatories are becoming more responsive to the demands 
of the contemporary music world. There are departments for international students who 
come to study at Moscow institutions, and Moscow students may travel abroad and 
participate in workshops, master classes, or study (Ivanov). One of the unique examples 
of musical collaboration between Boston and Moscow and Saint Petersburg is the 
Boston-based Education Bridge Project, whose artistic director, Dr. Leibman, organizes 
various workshops, lectures, and concerts, bringing Russians to Boston and Bostonians to 
Russia. While the educational programs in Moscow may have not changed drastically in 
the last 25 years, Lapin, Moroz, and Ivanov indicated there had been some changes. For 
instance, there were now programs that prepared future choral singers and conductors, 
providing rigorous training in contemporary choral singing as well as the wider repertoire 
at the highest level and at the pace of a professional touring choir. Choral students at the 
conservatory have had the opportunity to travel and perform at the international festivals 
and competitions since the early 1990s. The Chamber Choir of the Moscow State 
Conservatory, for example, has tight connections with China, Japan, and Korea, traveling 
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to the countries and not only giving concerts, but also collaborating in joint performances 
and exchanging repertoire (Orlov). The Moscow State Conservatory Chamber Choir was 
created as an ensemble that would specialize in contemporary music when it was needed 
to perform Gubaidulina’s Snega (Snow). Orlov noted a bright interest in contemporary 
music. The Moscow Conservatory had an experimental program for choral singing of 
contemporary music in the 1990s. The focus of a program was on the performance style 
of contemporary music. Later, the program was transformed into a master’s degree 
program for choral conducting of contemporary choral music. According to Romanov, 
heads of the program were attempting to get away from the old performance practices 
and to find new modes of expression. One of the innovations was that the students 
conducted not only the choir but also orchestra (in Russian choral education there is a 
strict distinction between choral and symphonic conductors’ educations). Additionally, 
students often perform their own arrangements of choral pieces. After several years this 
program was merged into the traditional choral conducting program, but the leadership 
insisted that some features of the contemporary program were to continue in choral 
conducting training. Choir conductors as well as pedagogues at colleges want to broaden 
the repertoire, including choral music brought from abroad or heard on the Internet. 
Students themselves are exposed to more different repertoire. For instance, one Russian 
choral student dedicated their diploma work to Eric Whitacre’s Virtual Choir. The 
students are encouraged to bring in the choral pieces they would like to conduct. If the 
pieces fit within the category of music they are studying (e.g., polyphony or changing 
meters) then their professors allow their choices. 
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Romanov noted that the level of choral conducting programs is at a higher level 
now, considering the choral conducting exam programs. He commented that the 
repertoire is growing and that there should be freedom with repertoire choices. The 
accessibility of music from all over the world encourages students to become more 
involved and educated in the repertoire choices (Kruglov, 2018). Orlov commented that 
there is a need in performance practice and pedagogy to expand the repertoire. That is 
especially relevant for choral classes, sight reading, and conducting classes. Moroz 
mentioned that the choral laboratory classes (small course choruses) often have students 
from various corners of former Soviet Union or other countries. Moroz described that 
recently in one of the choral classes they encouraged singing of multicultural music: The 
students had to make song arrangements from their native land and in their native 
language, and the whole group rehearsed these pieces. That is a valuable approach for 
choral conducting classes, small course choirs, and choral scores reading class. At the 
same time the educational focus or curriculum content should not be narrowly focused on 
only one kind of music. Moroz pointed out that the preparation of young choral 
conductors is created the way they receive a comprehensive training on singing in the 
choir in a wide variety of styles. Some institutions incorporated choral training in the 
vocalist’s curriculum. Lapin mentioned the Victor Popov Choral Art Academy and 
emphasized that these institutions provide the best prospective employees to professional 
choirs. This is a first in Russia’s history of higher education for the choral art: a 
multileveled educational system from school to doctoral program on one campus (Victor 
Popov Choral Art Academy, n.d.). 
  
110 
A number of other institutions in Moscow offer choral singing for vocalists. The 
number of choral conductor graduates has risen in recent years, and competition is 
becoming stronger (Lapin). Not all provide equally good training, however. Choirmasters 
noted that often, just by looking at a resume, they could say if a singer will fit into the 
group. The pace of learning new and complex choral compositions requires rigorous 
training in sight reading and vocal techniques for singers. Choirs must learn fast if they 
want to keep up, get projects, produce concerts, and perform at international 
competitions, according to Orlov. For example, Yurlov’s Capella produced 12 concerts 
each year 20 years ago; at the time of this study, they produced 85 each year (Ivanov). 
Lapin emphasized that it is obvious that a choral singer is a distinct, emerging 
profession in the field, as requirements for contemporary choral singers are very specific 
and different from requirements for solo opera singers. Ivanov mentioned that in the past 
choirs were formed from any available vocalists. While the soloists in Russia were 
famous for big voices, they had poor sight-reading skills and a lot of individuality in their 
voices; they could not sing well in ensembles. Oratorios and cantatas benefitted from the 
big sound, but it did not apply well to the rest of the choral repertoire. 
Orlov believed that some choral composers need their own singers to represent 
their music as they conceived it. As there are Wagnerian singers, there are Schedrin 
singers. Schedrin’s scores include solos and complicated melodic and rhythmic passages, 
and the tessitura is mostly uncomfortable and high. Composers often collaborate with 
choirs, observing rehearsals to reflect on the interpretation and advise on the sound.  
Smirnov was concerned with the training of young choral conductors. He believed 
  
111 
that the stress in the curriculum needed to be on Russian music and classical pieces. The 
study should be deeper and broader. Besides the skills and knowledge, one must teach 
culture as a whole. In parallel with Kodály’s philosophy, Smirnov believed that the 
musical selections for a choral class or choir must be the best examples—even if they are 
difficult or impossible to present on a concert stage, the students must learn the best 
literature available. 
There was a long period of time when sacred music was missing from the culture, 
according to Smirnov. Minin was the first choral director to reintroduce sacred music, 
while other chamber choruses were performing Renaissance pieces (Yusova, 2014). 
However, it was not an easy road: “When the Iron Curtain fell, we suddenly realized that 
we can now sing sacred music. The stream of music flooded us, but we were not ready. 
We could not distinguish between obichod [Russian liturgical chants collected 
in Obikhod tserkovnogo peniya] and an art melody” (Smirnov; my translation from 
Russian). 
Another concern Smirnov expressed was for the Russian folk song. He 
complained that Russian folk songs are the genre of Russian repertoire that Russian 
choirs sing the worst. He believed there is a gap in the educational curriculum for choral 
conductors and choral singers that does not cover enough of the folk songs studies. 
Romanov mused about the writing projects that student choral conductors have to 
submit in order to fulfill requirements to graduate with a master’s degree. He said that 
usually students choose to write lengthy theoretical analyses of choral pieces, when in his 
opinion, they should work on something more closely related to their profession. That 
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would be a more practical application: perhaps methods of working with the choir, 
investigation of a process, or the life output of the conductors. He strongly believed that 
the choral conductor has to know how to write, speak, and lecture in an intellectual way 
and that those writing projects should prepare the student better for this. 
Moroz noted the lack of training for young choral conductors in foreign language 
pronunciation. He mentioned that as the volume of repertoire grows, and choirs travel 
and perform eclectic programs built off choral pieces sang in different languages in front 
of international audiences, it becomes more obvious for him how Russian choirs lack the 
correct pronunciation. He stressed that the choral sound depends on phonetic sound, 
especially on the vowels that differ from language to language. He noted that if choral 
conductors need to work on a foreign language, they must search for guidance 
themselves; there are no courses available at higher education institutions that would 
teach that skill. According to Moroz, musicians in Russia are not aware of the 
International Phonetic Alphabet. 
Kruglov recalled conversations with an older generation of choral conductors who 
were educated during the Soviet times. They complained that inadequate language 
training made it difficult for them to work with Western repertoires. In some cases, they 
needed to interpret music just by knowing the general content and attending to emotional 
content in the music itself. 
Romanov explained why he believes vocalists have deficiencies in sight reading 
and other areas: They start working toward their bachelor’s degrees often without any 
music school education, and that is a big gap in their education. The Moscow higher 
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educational system for music is closely connected with the professional choral world, 
providing training for vocalists, choral singers, and choral conductors. In the last decades, 
affected by globalization, young professionals have preferred to pursue two degrees in 
voice and choral conducting to increase their odds of getting jobs in professional Moscow 
choirs (Lapin, Ivanov, Romanov). 
Professionals participate in the various master classes, seminars, travel abroad for 
internships, and study, bringing back valuable experiences (Ivanov). The educational 
programs then become increasingly complex for choral conductors who are now exposed 
to a wider choral repertoire, foreign languages, some vocal innovations brought in by 
other choral cultures performance styles, and the difficulties of contemporary Russian 
and Western music (Orlov, Romanov, Moroz, Ivanov). The dilemma in how to balance 
tradition and innovation, how to maintain the authenticity of the Russian choral sound 
while borrowing the best approaches to singing and choral repertoire from Western 
colleagues remains (Smirnov, Lapin, Kruglov). 
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CHAPTER SIX 
REFLECTIONS, CONCLUSIONS, AND RECOMMENDATIONS 
In this Chapter, I provide some of my reflections of the data, conclusions 
regarding the data and their relevance to my research questions, and pedagogical 
recommendations that might be of interest to choral educators and conductors. There are 
challenges and opportunities that arise in the times of intensive globalization. As a result, 
people reshape their professional trajectories and mold their professional and personal 
identities. Individuals build the history in small steps: participating in or creating 
international workshops or festivals, moving for work or finding internships abroad, and 
programming concerts with new repertoire or creating new college courses. Researchers 
may observe and document these steps and changes, accumulating the information that 
one day in conjunction with other similar studies may reveal a pattern in social behavior 
or document an evolution of some art form or development of a new trend. 
During this study, I glimpsed Russian choral performance practice, examining the 
choral sound and the effects globalization has had on it. Any performance practice is a 
result of some pedagogical activity; therefore, pedagogy and performance are tightly 
connected. To produce a performance, teachers make culturally based, conscious choices 
to lead their students this or that way. Participants agreed that the choral conductors act as 
vocal teachers to their choirs, making pedagogical choices to shape vocal sound 
production, repertoire choices, and interpretation. 
This study contributes to the field of music education by adding to the developing 
fields of comparative education, globalization, and music performance tradition and the 
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evolution of the choral traditions studied. Issues I explored in this study, such as changing 
pedagogical culture, professional networks, building on tradition, and curriculum 
development and reform are relevant for music educators from around the world (Kertz-
Welzel, 2018). The growing international music education community is experiencing 
similar challenges and opportunities, and this study illustrates issues that may be relevant 
to other countries that participate in global cultural exchange as possible models of 
response. Some themes that may resonate with American choral educators include 
balancing national and foreign classical and contemporary repertoire within education 
programs, choral performance practice, and whether and how to separate national style 
from other countries’ performance aesthetics, and necessary skills and training for 
contemporary vocalists and choral conductors. 
Despite the nongeneralizability of my findings, it is clear that the participants 
were proud of their musical heritage. Even though they maintained tradition, they had 
become aware and sensitive to the world choral community and new trends. They strived 
to absorb and implement repertoire choices and characteristics of performance practice 
and choral singing and sight singing techniques they believed were useful and effective. 
These actions confirm globalization’s effect on the Russian choral tradition.  
Globalization and Education 
One of the main goals of any educational system is to prepare students for social 
reality. The content of an education system greatly depends on the needs of a given 
society and on cultural expectations and also reflects the needs of the students’ 
developmental levels. In the age of globalization, borders become more porous, students 
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travel more extensively, and the need to prepare students to be successful in a global 
economy is greater (Jones, 2007). Stewart (2008) stressed that young graduates need to 
possess knowledge of world regions, various cultures and global issues as never before. 
She noted that there are already key elements of change that schools develop, for 
instance, integrating a global dimension in science studies, introducing less common 
languages into the curriculum, expanding internships and exchanges including global 
outlook into social studies and more. Educational institutions are more internationally 
connected and globally oriented (Kertz-Welzel, 2018). Today’s global transformations 
require new skills and knowledge, and educators need to reprioritize goals and change 
visions of how education should work (Suárez-Orozco & Qin-Hilliard, 2004). There are 
different approaches to education at national and local levels (Gardner, 2004); the world 
is now a “layered world community with overlapping and competing structures in which 
people simultaneously define themselves in a variety of ways” (Jones, 2007, p. 3). One 
challenge for education systems in a globalized environment is to teach students to be 
responsive to local contexts as well as to transnational flows (Suarez-Orozco & Qin-
Hillard, 2004). Another important outcome associated with globalization in educational 
settings is “global standards of excellence in measuring education performance” (Wong, 
2006). 
Kertz-Welzel (2018) emphasized the importance of globalizing music education 
research by developing international and comparative music education areas of research, 
advocating for open-mindedness and flexibility. Research discoveries influence the 
education systems. Owing in part to the research systematically carried out in the past 
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few decades (Johansen, 2013) contemporary music education curricula include more 
varied content (e.g., attention to pop and rock music), formal and informal learning 
practices, online courses, multicultural education, and community music. These content 
changes illustrate the responsiveness of educational systems to globalization, 
responsiveness which also characterizes the research process itself (Johansen, 2013). The 
quality of education can be improved through the pressures of worldwide competition 
and more choices (Aróstegui, 2016). Comparative education research is concerned with 
the investigation of educational systems in various countries and the “international flow 
of ideas” (Kertz-Welzel, 2018, p. 49). Kertz-Welzel (2015) warned, however, of the 
complexity of cross-border borrowing of educational practices and stressed that while 
this is a progressive method, all borrowing should be culture-sensitive and that research 
into comparative music education and the practice of borrowing from other cultures is 
only in its beginning stages. 
Research Questions 
The following questions guided this study: 
1. In what ways has globalization influenced the national Russian choral sound? 
2. In what ways does a desire to preserve the national Russian choral sound 
influence the ways that young choral conductors are trained? 
3. In what ways are influences of globalization on the national Russian choral 
sound parallel to choral traditions in other countries? 
4. In what ways might this inform choral music education in the United States? 
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Influence of Globalization on the Russian Choral Sound  
According to the data collected for this study, globalization has affected the 
Russian choral sound in recent decades. The availability of the Internet from personal 
computers, a rare find in early 1990s, allowed people to search for information, listen to 
music from all over the world, and read from foreign sources (Carroll, 2007; Rugen, 
2013; and participants Moroz and Kruglov). Opening the borders allowed the choral 
leaders to travel alone and with their choirs, observing new music and new aesthetics of 
sound (Baumann, 2001; Harper, 2014; Nikolʹskaya-Beregovaya, 2003; and participants 
Orlov, Ivanov, and Lapin). 
Lapin emphasized that the global shifts in sound and new contemporary singing 
techniques suggest that singers use a focused and precise production to achieve brilliance 
and precision in pitch for choral pieces, the qualities of the choral singing technique 
Tevlin (1979) valued and strived to achieve with his choir. Directors have abandoned free 
vibrato and the big, shout-like sound of the past. Choral professionals are very interested 
in new music and inspired by beautiful performances of choral pieces sang by 
international choirs, according to Orlov. Russian conductors learn new vocal techniques 
and stay abreast of innovations in the field to remain relevant and top-tier as they perform 
and teach new music. Ivanov noted, recalling his early international listening experience, 
that it was a cultural shock: “It shocked by its technical perfection and new aesthetics” 
(my translation from Russian). Orlov said the choirs strive to achieve higher 
musicianship levels and better technique. The international competitions and jury 
requirements place certain expectations in programming and performance practice on 
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singers and conductors, which creates pressure to meet those expectations. Audiences 
have become more educated and demanding; it often takes special visual effects, 
choreography, and theatrical elements complementing the choral performance to make it 
attractive. Increased accessibility of music from other countries has led to substantial 
growth in choral repertoire for Russian choirs, unlike in Soviet times when it was 
extremely difficult to find foreign recordings and published music (Tomoff, 2015; Zima, 
2005; and participants Kruglov and Moroz). 
Varied repertoire choices, international projects, stylistic innovations (e.g., 
historical performance of Baroque music), and performance practice innovations (e.g., 
theatrical elements and choreography) have penetrated the performances of many 
Moscow choirs and also into the education system (Mingalova & Mirskikh, 2012; and 
participants Moroz, Orlov, and Kruglov). The Boston-based Educational Bridge Project 
(n.d.), which connects musicians from Boston and Moscow and St. Petersburg, bringing 
university students and sometimes children between Russia and Boston to facilitate 
musical and educational experiences, was one product of globalization. I myself 
participated in these projects several years ago. I helped to organize a concert in Moscow 
by selecting repertoire and arranging for a children’s choir to perform, and in 2012 I 
served as assistant conductor of the Festival Choir here in Boston. My responsibilities 
were to select, hire, and prepare professional choral singers by the time a Russian choral 
conductor would arrive in Boston to rehearse and give a performance of selected numbers 
from an oratorio written by a Boston-based composer.  
Globalization broadened the outlook on performance practices and educational 
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practices and assisted in extending repertoire. Moreover, choral professionals received an 
opportunity to continue informal self-education through participation in international 
choral activities such as festivals, competitions, concerts, and collaborations and gained 
access to the possibility of receiving formal education abroad. The All-Russia Choral 
Society, under the direction of Valery Gergiev, promotes the international exchange as 
well as presentation of Russian choirs at the international arena (Azarov, Crete, Zhivov, 
Zykov, & Sviyash, n.d.). 
Choral Conductor Training and Preservation of the Russian Choral Sound 
Participants indicated that Russian choral literature is a mandatory part of 
curricula at Russian music schools, and it is represented in various courses, such as score-
reading, choral conducting lessons, and choral literature courses, throughout the program 
of study. At Moscow’s music institutions, earning a bachelor’s degree takes four years, 
and a master’s takes five additional years. Participants said that every year in these 
programs, the choral conducting students must sing in the symphonic and chamber 
choirs; take private choral conducting, piano and voice lessons; and study Russian music 
literature and Russian choral literature. Choral conductors who study at the Moscow 
Conservatory split into course choruses and sing Western music in their first year, 
Russian classical music in their second, and Renaissance music in their third. In the past, 
they also sang Russian contemporary music, but now they present their own 
arrangements or choral compositions (Moroz). Individual directors, of course, can alter 
these curricula to suit their goals. 
Some professional choruses have internships and open rehearsals for students. 
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Participating in these ways is part of the education of Russian choral musicians, 
according to Ivanov. Minin, in an interview with Stuhr-Rommereim (1993), said 
Sveshnikov did not teach students in a typical way; he requested that his students attend 
choir rehearsals and sing in the choir, observing and learning by doing. The apprentice 
learns the methodology of choir rehearsals and repertoire, remembers the interpretations, 
and inherits a patriotic love of Russian repertoire, thus insuring the preservation of a 
national choral tradition. Vladislav Chernushenko, a chief choral conductor of Petersburg 
State Capella and a director of Petersburg Conservatory recalled, “My teachers managed 
to instill in me not only love of music but also a love of this city, a love of Russian, that is 
a certain feeling of patriotism” (Stuhr-Rommereim, 1995, p. 10).  
Traditions in Russian choral music are extremely important, especially continuity. 
Inherited choir directorships are evidence of this. For instance, Sveshnikov’s pupils 
Tevlin and Volkov worked for his namesake choir; the Chamber Choir of Moscow 
Conservatory is under the direction of Soloviyev, who had spent over a decade in this 
choir as a student, became a choral assistant, and then inherited the choir; Yurlov’s 
student Uchov became the next Capella’s director; and Dmitryak, another pupil of 
Yurlov, is directing the Capella now (Yurlov State Capella, n.d). The A. V. Sveshnikov 
State Academic Choir of Russia represents historical and traditional continuity: 
Sveshnikov and later his students Minin and Tevlin and then their student Volkov have 
led the choir (Sveshnikov State Academic Russian Choir, n.d.). 
It is unclear how unified the programs are between Moscow music institutions. 
Nevertheless, Smirnov, who had a long career teaching choral conducting classes and a 
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symphonic chorus, expressed concern that Russian choral music is not studied enough in 
the specialty programs. He insisted that only the best music, mostly Russian, should be 
the basis for curricula Smirnov stressed that everything is becoming washed out; in order 
to keep traditions, musicians need to stay authentic.  In 2011, the Moscow Conservatory 
hosted a conference titled “Choral Conducting Education in Russian: Traditions and 
Modernity.” The conference was aimed at attracting attention to the contemporary 
problems of the choral conducting art, performance practice, and pedagogy in a 
sociocultural context (MoscowConservatory, 2011). 
Rector Conservatory’s A. S. Sokolov, in his opening speech to this conference 
(MoscowConservatory, 2011), introduced and recommended the book Ocherki po 
tekhnike dirizhirovaniya khorom [Essays on the Technique of Choral Conducting] written 
by a prominent Russian choral conductor K. B. Ptitsa (1911–1983), who taught at the 
Conservatory and Gnessin Institute. The book is dedicated to the art and pedagogy of 
choral conducting. Continuity and traditions are important to Russian choral 
professionals, as are new techniques and innovations. They value and pass all of this on 
to their students (MoscowConservatory, 2011). 
Lapin mentioned that perhaps the programs of training had not changed much in 
the last two decades; the same classes and courses are offered. However, Lapin recalled 
that the Moscow Conservatory had offered an experimental contemporary choral 
conducting program that had since merged with the traditional choral conducting 
department. Ivanov mused that it is hard to invent anything new for teaching choral 
conducting techniques. Listening to a variety of repertoire and exchanging methods are 
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important skills. Choral conductors learn of new repertoire and performance styles from 
their international colleagues. This makes choral conducting more technically 
challenging: Conductors must listen to and learn highly complex choral music that is 
much more popular in the West (Lapin, Moroz). 
Globalization has affected the training of young choral conductors. Repertoire 
choices have expanded drastically as access to music published abroad is much more 
accessible. Choral conducting students have the freedom to study contemporary scores 
composed by foreign composers, write theses about them, and present them on exams 
(Ivanov, Romanov, Orlov, Moroz). The complexity of the repertoire has changed, and 
choral conducting students need to be very advanced in choral conducting techniques as 
well as listening skills to succeed (Lapin). Choral conducting students perform in several 
choral ensembles during their study, thus accumulating singing skills, which now include 
various vocal producing techniques (Orlov, Lapin, Ivanov), choreography skills, foreign 
language skills, and stylistic awareness and skills (Orlov, Ivanov, Lapin, Moroz). 
Globalizations’ Influence on Russian Choral Sound Versus Other Nations 
One of the latest studies done on the evolution of choral sound is the study by 
Rugen (2013). She investigated the evolution of choral sound in America, England, 
Ireland, and Canada, concluding that human beings are imitative. She stressed that, in 
comparing the 1950s and 1970s, the sound of choirs shifted in the later decades (those in 
the 1970s), indicating the evolution of the sound. These findings align well with the data 
in the present study. Rugen (2013) saw the evolution of choral sound as a developing 
process choirs and directors undergo together. Investigating new methodologies and 
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learning new repertoire and performance techniques, they contribute to the evolution of a 
choral sound. Rugen noticed that professionals strive to be in line with global tendencies, 
and that sentiment echoes the words of participants in this study. 
In her research, Rugen (2013) found that the audiences demanded more 
entertaining programs, and composers were compelled to write music in a way that would 
be perceptible and entertaining to audiences. “The modern world, constantly inundated 
with visual stimulation, may only remain engaged if choirs change their dramatic 
approach” (Rugen, 2013, p. 150). 
Conductors often borrow repertoire from pop, rock, hip-hop, folk, country, 
Broadway, and film, cross-mingling genres (Rugen, 2013, p. 145). That tendency is seen 
in Moscow as well (except, perhaps, the hip-hop genre, which Moscow choirs are not 
performing). One participant indicated the Yurlov’s Capella singers perform movie 
soundtracks, World War songs, excerpts from Western musicals (see also Yurlov State 
Capella, n.d.). Minin’s choir, performed “Fragile” by Sting as a gift to the singer, which 
he accepted with enthusiasm (Moscow Chamber Choir, n.d., “2009+,” para. 2). As for 
audience friendly compositions, Smirnov expressed concern that choirs do not know how 
to sing Russian songs properly. He mentioned that composers use elaborate and 
extremely ornamented technical tricks in their choral compositions. Rugen (2013) noted, 
“Compositions now display extended techniques that call for specific manipulations 
within the voice such as atmospheric colors, symphonic writing for the voice, cluster 
chords, polyrhythmic synthesis, and textual overlay” (p. 142). That aligns with the 
descriptions provided by Orlov when he talked about special effects in the scores by 
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Gubaidulina and Schedrin, indicating there were symbols and instructions that would 
describe the specific sounds composers wanted. Orlov described that it can be spoken 
lines, relative notation for screams and shrieks, or sound production or sound imitation 
methods. Rugen confirmed that today’s listeners 
might hear from the choir: over tone singing, dark colors, light colors, vibrato, 
non-vibrato, language accents, nature sounds, harsh and strident vocal resonance, 
sonorous bass predominance, multi-cultural colors dependent upon the region, 
instrumental techniques within the voice, and extreme ranges within voice 
tessiture. (p. 142)  
All those vocal requirements are mirroring demands to Russian professional choral 
singers, according to Lapin, Ivanov, and Orlov. 
Zabriskie (2010), who investigated the evolutions of St. Olaf Choir and 
Westminster Choir, concluded their sounds had changed the beginning of twentieth 
century. However, he noted that as the St. Olaf Choir shifted from a sound emphasizing 
blend to a more lyrical and soloist approach, Westminster Choir had moved away from a 
soloist approach to be more focused on blend with forward placement. Perhaps the 
personalities and preferences of directors played a larger role than outside factors. 
Smirnov and Kruglov also emphasized the role of choral conductors’ personalities in 
influencing choral sound. 
Results and Choral Music Education in the United States 
The data I collected could be of interest to choral music educators in the United 
States. Globalization affects almost every country in the world, and the United States is 
no exception. Music teachers in the United States have adopted the teaching systems of 
foreign educators: Dalcroze, Kodály, Orff, and Suzuki, to name a few (Turpin, 1986; 
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Kertz-Welzel, 2018). These foreign methods encouraged American music educators to 
create new, derivative methods. Kertz-Welzel (2015) noted that more research is needed 
to determine the best educational systems for a globalized world and market place. 
American music students have been participating in international exchange programs and 
traveling to choral festivals and competitions. For example, Boston University offers a 
music exchange program with the Royal College of Music in London (Boston University, 
n.d.), and American universities accept international students who receive education in 
the United States and return to their native countries to implement what they have 
learned, thus contributing to the globalization process in their native countries. The 
World Choir Games promotes the International Conductors Exchange program, which 
sends professionals abroad for cultural exchange (Harper, 2014; Lana, 2011). Choral 
conductors have noted the influence of globalization on many choral aesthetics (Yanson, 
2010). 
Globalization has affected music education research. According to Kertz-Welzel 
(2018) the growing international music education community is experiencing similar 
challenges and opportunities. This study may contribute to American choral music 
education research by presenting potentially similar issues in Russia. Some themes that 
may resonate with American choral educators include 
• Balancing national and foreign classical and contemporary repertoire within 
education programs, 
• Choral performance practice and whether and how to separate national style from 
other countries’ performance aesthetics, and  
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• Necessary skills and training for contemporary vocalists and choral conductors. 
Impact of Globalization on the National Choral Sound 
Globalization is not a new concept; however, with the proliferation of 
technological advancements and the fall of the Iron Curtain, the flow of foreign 
influences in Russia increased drastically. According to one participant, in 20th-century 
Russia there was a prolonged period of time when the country was isolated from the rest 
of the world by the Iron Curtain, and the choral tradition, specifically the choral sound 
development, evolved without outside influence. During the separation from the West, 
conductors continued to develop performance practice that was tightly connected with the 
performance traditions of Znamennui chant and the lyricism of Russian folk songs. 
Because of differences in traditions from which the choral practices stemmed, there was a 
significant difference between the performance practices of Russia and the West. Those 
differences first manifested themselves in the loud, large voices; exaggerated 
emotionality and expressiveness; and special attentiveness to text. Many conductors, 
according to participants, preferred low voices, deep sounding altos and basses, to create 
the colorful palette peculiar to the Russian choral sound. 
According to Moroz, one of the first vehicles of globalization in Russia was the 
Internet. Its easy access allowed many choral lovers and professionals alike to listen to 
choirs from all over the world. In post-Soviet times, listeners did not have to search for 
rare recordings in the library or hard-to-acquire CDs; a few clicks on the world wide web, 
and the music would play. The Internet widened the outlook of choral conductors 
throughout Russia, enabling them to explore new repertoire and performance styles. 
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When the borders opened, choirs started touring abroad, and choral conductors obtained 
access to international libraries, music stores, concerts, and festivals. According to one 
participant, this was when they began realizing there is a whole musical world to explore 
outside what Russians had been singing; choral professionals were eager to learn. Seeing 
and listening to the rest of the choral world fostered reassessment of where Russian 
choirs stood in relation to other choirs around the world. 
Moroz recalled one of the brightest memories of the international festival 
exposure: It was a performance of the American choir Chanticleer at a choir festival in 
Estonia in the early 1990s. He described it as a shock to hear such a perfectly tuned, 
vocally and technically equipped ensemble. According to Moroz, they sang for two hours 
without a single wrong note. The other participants also commented that new listening 
experiences greatly broadened their understanding of vocal choral technique possibilities, 
as well as expanded their knowledge of repertoire (Orlov, Ivanov, Lapin).   
Newly learned concepts impacted the choral sound. Some participants indicated 
that the sound they heard on old recordings (from 1900 through the 1930s) differed from 
what they remembered when they started working for the choir, and even more, it 
changed drastically comparing to the sound that they recalled just 20 years previously. 
They believed that the globalization played one of the major roles in that change. Lapin 
commented that the choral sound is changing and developing in an attempt to meet 
contemporary music requirements and performance standards. He said the international 
standard forces him to be unbelievably precise; he can no longer accept almost unison. 
Achieving these goals requires a very narrow and focused sound. Precision is impossible 
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if the singers scream at the top notes or use vibrato. Romanov noted that there is no need 
for big sound and gryanutʹ (strike up together), it is more singing on the breath. 
The participants in this study, contemporary choral conductors, started using 
theatrical and visual effects and choreography to bring the performances up to date, 
making the choral concert more attractive for listeners who have been exposed to a 
variety of styles and staging from all over the world. 
Choral conductors noted that in response to new expectations from choral singers 
as employees, such as non-vibrato, instrumental-like precise intonation, and excellent 
sight-reading skills, a new profession started to emerge. Young musicians are trained to 
comply with those requirements, which were results of globalization. Globalization 
affects education as well. The participation of vocalists in the choirs requires more 
rigorous training in sight reading, broadening the repertoire to introduce and train young 
conductors and vocalists to prepare them for performances in real world, and teaching 
vocalists to use their voices and vibrato in different ways (e.g., producing straight-tone, 
minimal vibrato, or vibrato at the request of the conductor). 
It seems however, that one important feature of Russian performance style is left 
unchanged and that is the relationship with the text and emotional expression. Smirnov 
and Ivanov commented that even when performing the Western classics, such as 
Mozart’s Requiem, the Russian choirs will sing it with a Russian style, which implies an 
understanding expressiveness of the text. 
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Summary 
Globalization is an abstract concept similar to the concept of culture. We cannot 
see it as a whole; neither can we touch or smell it. However, we see reflections of it in 
various forms and shapes of cultural elements, including choral music. If we look at 
globalization through the cultural theory lens then we see that knowledge is being shared 
(in this case globally or internationally) and there are individuals who shape it, as 
Goodenough (1981) explained. Without people, globalization does not exist. In choral 
culture, these people are choral conductors who interact with a global thesaurus, drawing 
parallels and borrowing similar concepts from around the world. They do this continually 
while changing and reshaping their own culture on the way. Their interactions happen 
through that set of formal, nonformal, and informal education, which is considered a 
vehicle for culture transmission. Individuals, in this case conductors, drive cultural 
change and exchange. 
Choral education and performance practice, shaped and driven by individuals, are 
one; they together form the choral culture, though perhaps not they alone. Education is 
experimental in some ways. Universities try out new programs and new courses, new 
content of the curriculum (at any educational level), and these ideas come from the real 
world. For education exists not for its own sake but for helping students to become useful 
and functional in society. As society changes, education needs to adjust. Therefore, 
performers, specifically choral conductors, are that link between the real world and an 
educational system.  
Choral conductors bring new knowledge and methods to their choirs as well as to 
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students in the higher education system. Therefore, if we see changes in choral sound at 
the level of performing groups, we know that these new ways of approaching work with 
the choirs will at some point be reflected in the teaching. Those choral conductors who 
nurture the next generation of conductors will pass to them not the old methods of 
working with a choir but the new, those which they are developing now. That includes 
many aspects of work with choirs: the repertoire, the sound production, the stage 
presence, and perhaps the style and manner of communication between the conductor and 
singers. 
Núñez (2012) paraphrased Stravinsky thus: “Tradition is something we receive 
from the past generations, but we must promise that it will bear fruit. Once we accept an 
idea, we must speak it, change it, and adapt it before passing it on” (p. 210). This is 
exactly how Goodenough (1981) perceived cultural evolution. 
I made a conclusion based on the data that the choral sound and expectations have 
changed in the last decades to accommodate the complexity of contemporary choral 
repertoire, both Russian and Western, and to comply with international jury expectations 
for precision in intonation. Vocal production has changed over time, and many choral 
conductors gravitate toward ever-finer levels of precision, less vibrato, and less of the 
screaming or shouting quality typical of early 20th-century Russian choral singing. On 
the forefront comes the ability to sight read and count complicated rhythm. Some 
participants expressed concern that national peculiarities are dissolving because of 
globalization. As for the influence of globalization, Smirnov expressed deep concern for 
“how to survive in that situation” (my translation from Russian), meaning how to 
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maintain Russian cultural traditions, Dmitryak, in an interview with Tkharova (2012), 
stressed that especially now, under the force of globalization, it is very important to turn 
back to the national Russian musical roots which are folk songs and Russian choral 
culture. Several participants believed that the Russian choral school exists because 
traditional Russian music is an ingrained part of Russian culture and that a cappella 
singing is an important part of the Russian choral school. Polyansky expressed concern 
regarding keeping the tradition and warned against westernization (Bryantseva, 2012). 
Nevertheless, Smirnov believed that opening the border brought very positive changes: 
Russian choral professionals gained opportunities to listen and compare Russian choirs 
with choirs from around the world. Listening and assessing stimulated and fostered 
further development of the choral art, both professional and amateur. 
Despite the many effects of globalization, Russian choirs perform choral 
compositions of Russian composers from various centuries, keeping them in the 
repertoire. Choral conductors are striving to develop choral sounds that respond to the 
demands of the contemporary choral world. At the same time, they do not forget about 
long-standing traditions that are passed from conductor to conductor and from choir 
singers to choir singers. 
Recommendations 
Toward a New Choral Pedagogy 
The study findings suggested that in a rapidly changing global world the 
educational system may be lagging behind. These conclusions are not generalizable and 
are representative of a particular time and geographical frame in Moscow and, of course, 
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are based on the opinions of the study participants. 
The notion of a new emerging profession in Russia, choral singers for a specific 
job market, attracts the attention of choral and vocal professionals, both performers and 
educators. Even though not every nation’s institutions will need have special programs, 
they might consider the new demands placed on choral singers, as Russian directors now 
seem to be seeking hybrids of pure vocalists and choral conductors for their choirs. 
Colleges might consider offering specializations or minors in this area. According to 
participants’ descriptions, contemporary professional choirs need choral singers with 
strong vocal training as well as choral conductor training. This type of training leads to 
singers capable of reading complicated scores quickly, singers with a good sense of 
ensemble singing, abilities to understand the choral scores as a whole, and abilities to use 
their voices with various degrees of vibrato. 
Choral Vocal Techniques 
The alliance between composers and performers often guides the changes in the 
curricula by adding to the repertoire of music to study or vocal and conducting techniques 
to get acquainted with. The changes are necessary for future choral professionals seeking 
employment in the national and global markets. Inclusion of workshops in contemporary 
choral singing techniques in the curricula would be beneficial and foster further 
exploration in both professional vocalists and choral conductors. 
Moreover, conscious recognition of national schools in choral singing would add 
validity to the quality of performances, develop cultural understanding and sensitivity to 
various aesthetics, and develop critical thinking and open-mindedness crucial for living in 
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the contemporary global community. Singing with historical perspective in mind has 
become a norm; in the future, directors and choristers may better understand singing with 
national performance practices in mind. The culturally informed performance of choral 
music will support composers’ intents, thus contributing to a variety of vocal colors in 
concerts and preserving some historically developed cultural choral identities. The 
psychological and emotional state in turn affects the performance practice or vocal sound 
and its elements like timbre, dynamics, articulation, dynamics, and vocal onset. For 
Russian music, that is solemnity, soulful singing of liturgical and secular music, 
overemphasized emotionality that manifests in brighter dynamic contrasts, thick legato, 
some intensity, and fullness of the sound. 
Beneficial educational experiences include cross-cultural choral exchanges in the 
forms of making choral music together, presenting concerts, and festivals. Immersion 
programs in our global world should be obligatory in curricula for choral conductors and 
singers. Perhaps some virtual rehearsal observation, or choral singing with the 
international conductors through video conferencing would be easier to implement, 
considering the advance of technology. 
We need to consider the global influences and global choral market for choral 
professionals, which now involves communication and musical exchange. Perhaps 
courses in multicultural choral music education at the professional level would benefit 
future choral conductors. The students would need to understand the masterworks and 
contemporary works that include the roots of national cultural music (e.g., folk music) in 
the context of underlying cultural beliefs and traditions. That could lead to new music 
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literature or new choral literature courses that would integrate a multidisciplinary 
approach to teaching choral literature. The courses would not just focus on the musical 
properties of a piece but also on how it reflects a given culture and its musical identity, 
how the culture is reflected in it, and what techniques and styles are most authentic to the 
composer’s vision. 
Conclusion 
Globalization has its effects and influences on the Russian national choral sound 
in post-Soviet times. However, the national traditions are also strong and provide a 
foundation for choral performance practice and consequently choral sound. Choral 
conductors feel they need to keep up with the global choral community and present their 
countries in the best ways, which does not mean rejecting tradition but balancing it with 
new influences. 
This model of response to globalization harks back to Geisler and Johansson’s 
(2014) aspects of choral singing: reproduction, recreation, and representation. As Geisler 
and Johansson argued, through choral singing people are able to represent societal 
development and change; the authors pointed to the writings of Plato in which he stressed 
the importance of education and the spirit-forming function of choral singing. Therefore, 
choral singing as a practice and as an educational activity is a reflection of current social 
and cultural values and moreover can affect the society and culture and participate in 
their shaping and reshaping. All of this aligns well with the philosophy of Kodály who 
also attributed great power to choral singing as well as its spiritual and educational role, 
for people of all ages. The three aspects of choral singing as Geisler and Johansson 
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defined them also illustrate the steps of evolution, reproduction and recreation as tradition 
and innovation, respectively. All these various visions, from various angles, of the nature 
and function of choral singing contribute to our understanding of its place within society 
and the processes of cultural evolution. 
Based on the data collected for this study, it is difficult to conclude that there is a 
unified Russian choral sound, as some participants explained. The participants who were 
choral conductors had various preferences in sound and molded their personal ideals into 
the choirs they directed. The exception is the presence of bassi profundi, which is 
historically developed and tightly connected with compositional schools. Much of 
Russian choral literature is composed with that voice type in mind. Nevertheless, as data 
show, Russian choirs transfer the exaggerated emotionality and sensitive treatment of the 
text, main features of Russian choral style, to their performance of Western music. 
In summary, this study uncovered some peculiar features of the Russian choral 
style of singing. Data revealed that globalization indeed has been affecting the Russian 
choral sound since post-Soviet times. Grounded theory in conjunction with a cultural 
theory lens revealed the social process of lifelong informal learning in a global choral 
community as an impetus for choral culture evolution. 
Neither culture nor the choral art is a fixed phenomenon. The national choral 
sound may become one day another type of historical performance, as current 
contemporary compositions will require the same vocal techniques. Global lifelong-
learning can offer formal, nonformal, and informal opportunities for interested 
individuals, thus penetrating various cultures and receiving material from them to 
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integrate into a global understanding and skill-base. 
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APPENDIX A 
CONSENT FORM 
Original 
Форма Информированного Согласия на участие  
в диссертационном исследовании 
 
Название работы: Влияние глобализации на национальный хоровой звук в России 
постсоветских времен. 
 
Исследователь: Екатерина Аношкина 
Описание потенциальных участников: Российские хоровые дирижеры 
Дата: 02/15/18 
 
Почему делается это исследование? 
 
Цель данного исследования изучить влияние глобализации на сохранение русской 
хоровой традиции и особенностей русского хорового звука. Исследователь будет 
изучать национальные традиции и их особенности, а также как глобализация и 
традиции взаимодействуют. Важная цель исследования изучение реакции 
конкретной культуры на глобализацию. 
 
 
Я прошу Вашего согласия на участие в исследовании потому что Вы подходите по 
критериям отбора участников. К участие в исследовании приглашаются хоровые 
дирижеры, которые хорошо известны в профессиональном кругу, которые 
работают с профессиональными гастролирующими хорами и работают в Москве. 
Вы будете один/одна из хоровых дирижеров и хормейстеров приглашенных к 
участию в исследовании, которое является диссертационной работой Екатерины 
Аношкиной. 
 
 
Как много времени займет участие в исследовании? 
 
Для участия в исследовании потребуется один час Вашего времени для интервью, и 
если понадобится второй разговор для уточнения деталий, продолжительностью 
30-45 минут, он может быть проведен через Скайп или по телефону. 
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Что произойдет, если я соглашусь на участие в исследовании? 
 
Если Вы согласитесь на участие, я попрошу Вас подписать форму о соглашении до 
того, как мы продолжим с исследованием. 
 
 
Первый визит 
 
Интервью займет около часа. Меня будет интересовать Ваш профессиональный 
опыт в работе с хоровым звуком на протяжении двух последних десятилетий.  
 
Аудио/видео сьемка 
 
Планируется аудио/видео-запись каждого интервью. Ваше согласие на 
аудио/видео-запись необходимо, так как Ваше изображение может подлежать 
идентификации. Записи будут храниться в защищенном пасвордом моем личном 
компьютере и будут доступны только исследователю и ее научному руководителю. 
При кодировании первичных данных реальные имена заменяются псевдонимами 
для сохранения конфиденциальности. Документ содержащий коды к расшифровке 
имен будет храниться в вышеуказанном компьютере в течении семи лет.  
 
Даете ли Вы свое согласие на аудио и видео запись Вашего 
интервью? 
 
 
_________ ДА                    _________НЕТ              ______ ИНИЦИАЛЫ 
 
Хранение информации для использования в будущем 
 
Собранные материалы и транскрипты интервью будут храниться для 
использования в будущем. Ваше имя будет заменено псевдонимом; документ 
содержащий коды к расшифровке имен будет храниться в компьютере 
защищенном кодом.  
 
 
Даете ли Вы свое согласие на хранение обработанной информации для 
будущих исследований, имеющих отношение к теме данного исследования? 
 
 
_________ ДА                    _________НЕТ              ______ ИНИЦИАЛЫ 
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Как будет сохранена конфиденциальность обработанных данных? 
 
Записи интервью будут храниться в защищенном пасвордом моем личном 
компьютере и будут доступны только исследователю и ее научному руководителю. 
Ваши имена будут заменены псевдонимами;  документ, содержащий коды к 
расшифровке имен, будет храниться в вышеуказанном компьютере следущие семь 
лет. 
 
В целях контроля качества и безопасности, к документам, связанным с 
проведением данного исследования, могут быть допущены следующие лица:   
• Исследователь и члены ее исследовательской команды  
• Этическая комиссия “Institutional Review Board” Бостонского университета. 
Эта комиссия следит за соблюдением прав и безопастности участников 
исследований.  
 
Вся собранная информация будет хранится в компьютере защищенном пасвордом. 
 
Результаты этого исследования могут быть опубликованы или использованы в 
педагогической деятельности. Участники исследования не будут 
идентифицированы если материалы использованы для вышеперечисленных целей. 
 
Участие в исследовании и отказ от дальнейшего участия 
 
Участие в исследование это Ваш добровольный выбор. Вы можете отказаться или 
прервать участие в любое время и по любой причине, без каких-либо для Вас 
последствий. Если Вы в какой-то момент откажетесь от участия, данные собранные 
на тот момент останутся конфиденциальными. 
 
Исследователь имеет право удалить участников без их согласия. Это может 
произойти по следующим причинам: 
• Исследователь считает, что это в Ваших интересах 
• Вы не имеете возможности участвовать в назначенных встречах 
• По другим  административным причинам 
 
Контакты в будущем 
 
Есть вероятность, что мне нужно будет с Вами связаться в будущем, либо в связи с 
данным исследованием, либо для того, чтобы предложить Вам участие в других 
исследованиях проводящихся в Бостонском Университете. 
 
Даете ли Вы свое разрешение связаться с Вами в будущем? 
 
_________ ДА                    _________НЕТ              ______ ИНИЦИАЛЫ 
  
141 
Какой риск существует при участии в этом исследовании? 
 
Риском для дирижеров участников исследования может являться обсуждение 
специфической культурной информации с исследователем из другой страны, а 
точнее из Соединенных Штатов, страны с который в данной временной период у 
России политически нестабильные отношения. Однако, учитывая что дирижеры из 
России активно участвуют в международных конкурсах и фестивалях, в том числе 
и в Америке,  как в качестве участников, так и в качестве членов жюри, и дают 
мастер-классы по всему миру, этот риск может быть расценен как минимальный. 
Дополнительным  риском может являться потеря конфиденциальности, что в свою 
очередь может создать нежелательную ситуацию для участника исследования 
(например, в профессиональных кругах станут известными какие либо его/ее 
критические взгляды). 
 
Опросник 
Вы не обязаны отвечать на вопросы, которые Вам не нравяться, которые ставят Вас 
в неловкую ситуацию. 
 
 
Потеря конфиденциальности 
Главный риском является потеря конфиденциальности. Конфиденциальность будет 
защищена с помощью кодов, псевдонимов,  и хранения расшифровки к ним в 
защищенном пассвордом компьютере. 
 
Польза от участия в исследовании 
 
Участников исследования возможно профессионально заинтересует обсуждение 
предложенной темы, связанной с российскими национальными хоровыми 
традициями в условиях глобализации. 
 
Какой выбор предоставляется? 
 
Вы можете выбрать отказ от участия. 
 
Будет ли какая либо компенсация за участие в исследовании? 
 
Нет, участие в исследовании материально не компенсируется. 
 
Должны ли Вы платить за участие в исследовании? 
 
Нет, участие в исследовании не потребует от Вас никаких затрат. 
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Если у меня есть вопросы относительно исследования, кому я могу 
их задать? 
 
Ekaterina Anoshkin 
DMA Candidate 
55 Gary Road 
Needham, MA, USA 
1-617-877-8515 
kattya@bu.edu 
 
Frank Abrahams, Ed. D 
Professor of Music Education 
Westminster Choir College 
Princeton, NJ, USA 
1-609-921-7100 ext. 8229 
abrahams@rider.edu 
 
Institutional Review Board 
Boston University  
1-617-358-6345 
irb@bu.edu 
Форма Согласия на участие 
 
Я прочитал всю информацию в этом документе, включая информацию о 
возможном риске и преимуществах участия в исследовании. Мне была 
предоставлена возможность задать вопросы. Я получил/ла удовлетворительные 
ответы и даю свое согласие на участие. 
 
Подпись 
 
______________________________________ 
Имя, фамилия 
 
______________________________________ ____________________ 
Подпись   дата 
 
 
Я обьяснила цели исследования и ответила на все вопросы, которые были заданы 
участником. Я предоставлю копию подписанного соглашения участнику 
исследования. 
 
Yekaterina Anoshkin 
Екатерина Аношкин 
________________________________________  
Имя и фамилия получающего согласие  
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English Translation 
Protocol Title:  IMPACT OF GLOBALIZATION ON THE NATIONAL CHORAL SOUND IN 
POST-SOVIET RUSSIA 
Principal Investigator: Yekaterina Anoshkin 
Description of Subject Population: Russian choral conductors 
Version Date: 12/07/17 
 
Why is this study being done? 
 
The purpose of this study is to explore, the impact of globalization on the preservation of 
the traditional Russian choral tradition and particularly the signature Russian choral 
sound.  The researcher will examine the national traditions, determine what their 
peculiarities are and discover how those traditions behave in the age of globalization, and 
what is done in a particular culture as a response to globalization.  
 
I am asking you to take part in this study because you meet the criteria for selection of 
participants for this study. Researcher selected Moscow based Russian choral conductors 
who are well established and work with professional level touring choirs to invite for 
participation in her study. You will be one of several choral conductors and choral 
conductor assistants included in the research for Ekaterina Anoshkin’s dissertation.  
 
How long I will take part in this research study? 
 
I expect that you will contribute about an hour of your time for an interview. There might 
be a need for a follow up interview via phone call or SKYPE, and it might take another 
30-45 minutes. 
 
What will happen if I agree to take part in this research study? 
 
If you agree to take part in this study, I will ask you to sign the consent form before we 
do any study procedures. 
 
Study Visit 1  
 
The interview will take about an hour. I will interview you about your experiences with 
the choral sound and its evolution during the last two decades.  
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Audio/Videotaping 
 
I would like to audio/videotape you during this study.  If you are videotaped it will be 
possible to identify you in the video. I will store these recordings in a password protected 
computer and only approved study staff will be able to see the recordings. I will label 
these files with a code instead of your name.  The key to the code connects your name to 
your recording.  The researcher will keep the key to the code in a password-protected 
computer for the next seven years. 
 
Do you agree to let us audio/videotape you during this study? 
 
______YES   ______NO  _______INITIALS 
 
Storing Study Information for Future Use 
 
I would like to store your study information for future research. I will label all your study 
information with a code instead of your name.  The key to the code connects your name 
to your study information. I will keep the code in a password-protected computer/locked 
file. 
 
Do you agree to let me store your study information for future research related to 
condition/topic? 
 
______YES   ______NO  _______INITIALS 
 
 
How Will You Keep My Study Records Confidential? 
 
I will transcribe all interviews and in order to disguise real names assign initials as 
identifiers to each participant. The separate document will assist in deciphering the codes 
to link them with participants.  
I will create a restricted access to the data by storing the document as well as transcribed 
interviews on my computer that is protected by a strong password. 
 
 
The following people or groups may review your study records for purposes such as 
quality control or safety: 
• The Researcher and any member of her research team 
• The Institutional Review Board at Boston University.  The Institutional Review 
Board is a group of people who review human research studies for safety and 
protection of people who take part in the studies. 
 
The study data will be stored in the password protected computer.   
  
145 
The results of this research study may be published or used for teaching.  We will not put 
identifiable information on data that are used for these purposes. 
 
Study Participation and Early Withdrawal 
 
Taking part in this study is your choice.  You are free not to take part or to withdraw at 
any time for any reason.  No matter what you decide, there will be no penalty.  If you 
decide to withdraw from this study, the information that you have already provided will 
be kept confidential. 
 
Also, the researcher may take you out of this study without your permission.  This may 
happen because: 
• The researcher thinks it is in your best interest 
• You can’t make the required study visits 
• Other administrative reasons 
 
Future Contact 
 
I may like to contact you in the future either to follow-up to this study or to see if you are 
interested in other studies taking place at Boston University.   
 
Do you agree to let me contact you in the future? 
 
______YES   ______NO  _______INITIALS 
 
 
What are the risks of taking part in this research study? 
The minimal risk for choral conductors who participate in the study could be providing 
culture-sensitive information to a researcher from another country, specifically from the 
United States, which appears to be in a politically unstable relationship to Russia 
currently. However, considering that Russian choral conductors continue to participate in 
international festivals and symposia, as well as giving masterclasses internationally, 
including in the United States, the risk can be considered minimal and even subjective to 
each participant’s perception. An additional risk is a possible breach of confidentiality, 
which might create an undesirable situation for the participant if the opinions he or she 
has provided reflects negatively on someone in his or her professional circles. 
Questionnaire/Survey Risks 
  
You may be uncomfortable with some of the questions and topics we will ask about.  
You do not have to answer any questions that make you feel uncomfortable. 
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Loss of Confidentiality  
 
The main risk of allowing me to use and store your information for research is a potential 
loss of privacy. I will protect your privacy by labeling your information with a code and 
keeping the key to the code in a password-protected computer. 
 
Are there any benefits from being in this research study? 
The participants may benefit from the discussion and thoughtful overview of Russian 
choral tradition in the light of Globalization. They may get a more clear view on what the 
balance is between preservation of national traditions and following the new choral 
currents in the professional choral life in Moscow.    
 
What alternatives are available? 
You may choose not to take part in this research study. 
 
Will I get paid for taking part in this research study?   
 
I will not pay you for taking part in this study. 
 
What will it cost me to take part in this research study? 
 
There are no costs to you for taking part in this research study. 
 
If I have any questions or concerns about this research study, who can I 
talk to? 
 
Ekaterina Anoshkin 
DMA Candidate 
(617) 877 8515 
kattya@bu.edu 
 
Frank Abrahams, Ed. D 
Professor of Music Education 
Westminster Choir College 
609-921-7100 ext. 8229 
abrahams@rider.edu 
 
IRB  
617-358-6345 
irb@bu.edu 
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If you have questions about your rights as a research subject or want to speak with 
someone independent of the research team, you may contact the Boston University IRB 
directly at 617-358-6115. 
 
Statement of Consent 
 
I have read the information in this consent form including risks and possible benefits.  I have 
been given the chance to ask questions.  My questions have been answered to my 
satisfaction, and I agree to participate in the study.   
 
SIGNATURE 
 
______________________________________ 
Name of Subject 
 
______________________________________ ____________________ 
Signature of Subject  Date 
 
 
I have explained the research to the subject and answered all his/her questions.  I will 
give a copy of the signed consent form to the subject. 
 
Yekaterina Anoshkin 
________________________________________  
Name of Person Obtaining Consent 
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APPENDIX B 
INFORMATION/RECRUITMENT LETTER 
Original 
Письмо приглашение к участию в исследовании 
Исследователь Екатерина Аношкина 
Название работы: Влияние глобализации на национальный хоровой звук в России 
постсоветских времен. 
Дата :_02/14/2018___ 
Уважаемый      , 
Я, Екатерина Аношкина, аспирантка Бостонского университета по специальности 
Музыкальное Образование, провожу исследование под руководством моего 
научного руководителя профессора Фрэнка Абрахамса на тему “Влияние 
глобализации на национальный хоровой звук в России постсоветских времен.” 
Согласно методике, выбранной для моего исследования, я провожу интервью с 
хоровыми дирижерами профессиональных московских хоровых коллективов. 
Я приглашаю Вас к участию в исследовании. Для интервью понадобится  примерно 
45-60 минут Вашего времени.  
Цель исследования: изучить взаимодействие глобализации с русской хоровой 
традицией и в особенности возможное ее влияние на русский хоровой звук в 
постсоветском пространстве.  
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Путем обсуждения данной проблемы с хоровыми дирижерами, я изучаю вопрос о 
том, насколько менялась хоровая практика за последние два десятилетия. 
Я попытаюсь раскрыть, что, по мнению руководителей хоров, делает их 
коллективы уникальными, отличимыми от поколений хоров в прошлом или от 
других хоров действующих сегодня.   
Вы имеете право остановить интервью или не отвечать на конкретные вопросы, 
если Вы не пожелаете. 
Ваше участие в исследовании совершенно добровольно. Вы имеете право принять 
решение не участвовать вообще или прекратить Ваше участие в любой момент без 
каких-либо негативных последствий.  
Пользой от участия в исследовании может являться сам процесс интервью, то есть 
профессиональное обсуждение предложенной темы, связанной с российскими 
национальными хоровыми традициями в условиях глобализации.  
Материалы, собранные во время интервью, могут быть опубликованы, 
представлены на конференциях или использованы в педагогических целях. Ваше 
открытое участие добавит значимость и вес к этой диссертационной работе. 
Однако, Вы имеете право на конфиденциальность и также будете иметь 
возможность изучить и в любой момент удалить Ваши ответы и комментарии из 
транскрипта собранных исследовательских материалов.   
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Если у Вас есть вопросы, пожалуйста обращайтесь к исследовательской команде по 
следующим адресам: 
Ekaterina Anoshkin 
DMA Candidate 
Boston University 
(617) 877 8515 
kattya@bu.edu 
or 
Frank Abrahams, Ed. D 
Professor of Music Education. 
Westminster Choir College 
609-921-7100 ext. 8229 
abrahams@rider.edu 
Если у Вас есть вопросы о Ваших правах как участника исследования или если Вы 
считаете, что Ваше участие несет за собой риск, Вы имеете право обратиться в 
Этический Комитет (Institutional Review Board) Бостонского университета: 
Institutional Review Board 
Boston University  
1-617-358-6345 
irb@bu.edu 
Я надеюсь на Ваш положительный ответ.  
С уважением, 
Екатерина Аношкина 
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English Translation 
Information/Recruitment Letter 
Researcher Ekaterina Anoshkin  
Title of Dissertation: IMPACT OF GLOBALIZATION ON THE NATIONAL CHORAL 
SOUND IN POST-SOVIET RUSSIA 
 
Date:_12/07/2017___ 
Dear_______________ 
My name is Ekaterina Anoshkin, and I am a DMA graduate student in the area of Music 
Education under the direction of Dr. Abrahams in Music School, College of Fine Arts at 
Boston University. I am conducting research for my dissertation “Impact of Globalization 
on the National Choral Sound in Post- Soviet Russia”. I am seeking to interview choral 
conductors of professional choirs that are based in Moscow, Russia. 
I am inviting you to participate in a study which will involve an interview of 
approximately 45 to 60 minutes of your time.  
The purpose of the research is to explore the impact of globalization on the preservation 
of the Russian choral tradition and particularly the signature Russian choral sound.  I will 
examine the national traditions, determine what their peculiarities are and discover how 
those traditions behave in the age of globalization, and what is done in a particular culture 
as a response to globalization. I will investigate how choral performance practice is 
accomplished, if it is different than approaches used twenty years ago and why in the 
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opinions of the choir leaders. I will aim to know how conductors feel their choir is unique 
compared to earlier generational or other similar professional choirs. You have the right 
not to answer any question, and to stop the interview at any time. 
Your participation in a study is voluntary. If you choose not to participate or to withdraw 
from the study at any time, there will be no penalty. 
 
Your responses can be confidential, and you have full authority to identify any aspects 
that you do not wish to be included in the study and can withdraw your commentary at 
any time. However, it is expected the others will know your beliefs and practices as the 
study may be published. Name recognition contributes to the validity of the study. The 
result of this study may be used in report, presentations or publications. 
If you have any questions concerning the research study, please contact the research team 
at: 
Ekaterina Anoshkin 
DMA Candidate 
Boston University 
(617) 877 8515 
kattya@bu.edu 
 
or 
Frank Abrahams, Ed. D 
Professor of Music Education. 
Westminster Choir College 
609-921-7100 ext. 8229 
abrahams@rider.edu 
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If you have any questions about your rights as a subject/participant in this research, or if 
you feel you have been placed at risk, you can contact the Director of the human Subjects 
Institutional Review Board,  
 
IRB  
617-358-6345 
irb@bu.edu 
 
Please let me know of you wish to be part of the study. 
Sincerely, 
Ekaterina Anoshkin 
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APPENDIX C 
INTERVIEW QUESTIONS 
• What kind of music does your choir specialize in? 
• In what ways do you think your choir represents the Russian choral tradition?  
• What are your repertoire preferences for your choir? For example, what is the 
balance between Russian and non-Russian repertoire?  
• How do you select voices for your choir? What are your requirements and your 
expectations? 
• How do you think the Russian choirs fit into the Global choral community? 
• In what ways the Russian choral sound respond to the contemporary choral scene 
requirements if there are such at the international competitions? 
• Are there any differences in vocal production that you can hear from choirs 
around the world? Asia, USA, Europe? 
• Describe how you use vocal modeling. How do you shape the choral tone? 
• What vocal school do you think has most influence on the Russian choral sound? 
• Is the choral sound somewhat unified across Russia or you may want to discuss 
some variety in approaches and preferences across the country? 
• How do you think the existing recordings of your choir’s performances represent 
the choral tone of your ensemble? 
• Would you discuss the evolution of choral sound over the last two decades, based 
on your listening experiences? 
• What if anything is different in the choral production today vs. 25 years ago? 
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• What are your observations of the Russian choral tradition’s response to border 
openness? 
• What about the audiences for your concerts? What kind of repertoire seems to 
attract listeners today? 
• In what ways does the Ministry of Culture or other governmental bodies get 
involved regarding your repertoire and concert venues, if at all, including your 
choir’s participation in international festivals and tours?  
• How is your choir perceived and evaluated by music critics writing for the press?  
• What is your first memory of exposure to an international choral festival, whether 
as conductor or jury member?  
• Do you feel there are regional or country-specific tendencies in the production of 
choral sound? In other words, do you believe in national choral schools? 
• What is the relationship between Russian church choral sound tradition and 
concert repertoire? (be that sacred or secular) 
• Are there differences in how you approach work with choral sound when dealing 
with historical repertoire as opposed to dealing with works by modern choral 
composers? What about your approaches to the choral sound in the works of 
Russian composers vs. those of composers from other nations or national 
traditions? 
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